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Abstract: 
This study sets out to examine the relationship between aesthetic and moral dimensions of 
postdramatic performance (PdP) with specific reference to two case studies.  There are three 
primary objectives in this research project: (1) to examine if the selected works of PdP have 
moral functions; (2) identify these moral functions; and (3) establish a suitable framework to 
examine and assess the moral significance of the selected works.  The most important 
objective is the third one.  A case study approach is applied to examine the moral functions of 
PdP.  The two case studies selected for analysis are De Macht Der Theaterlijke Dwaasheden 
(The Power of Theatrical Madness) (1984) by Jan Fabre and Inferno (2008) by Romeo 
Castellucci.  These two cases were selected based on Lehmann’s (1999/2006) “Postdramatic 
Theatre” theoretical framework by identifying various aspects of PdP: text, space, time, body 
and media.  The potential for a PdP to have a moral effect on its audience was then assessed 
based on the presence and intensity of the three moral features (subjective, objective and the 
sublime).  
 
Existing theoretical models used to define the relationship between theatrical performance 
and morality for mainstream art were tested for adequacy in analysing and critiquing PdP and 
found to be inadequate.  A new framework for analysing PdP was then created based on the 
core stylistic traits and aspects of performance, and tested for reviewing the relationship 
between PdP and the moral significance of postdramatic works.  This new framework was 
found to be superior and more flexible in application when compared with traditional 
frameworks for identifying moral features and was found for both case studies to be adequate 
for its purpose.  The proposed framework lays the foundation for various fields of 
performance to constructively and effectively approach, examine and critique PdP, filling the 
gap which other fields of study require for relating with PdP.    
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Chapter 1: Introduction 
1.1 Background 
We must become conscious of the fact that we are not truly observers but also 
actors on the stage of life. (Heisenberg; as cited in Schmitt, 1990, p. 1) 
The term “postdramatic” identifies new forms of ‘plot-less’ performance that have emerged 
since the 1970s.  This term has become increasingly significant since Hans-Thies Lehmann’s 
(1999/2006) theorisation of the traits commonly associated with new practices of 
contemporary performance.   “Postdramatic” refers to interdisciplinary contemporary works 
that eschew traditional story-centred narrative theatrical conventions, challenge the structures 
of dramatic situation, and do not present the production as an end in itself.  Evolved from 
Western dramatic conventions which traditionally had a moral function, Lehmann’s 
(1999/2006) framework is influential in laying the foundation for theatre critics, educators 
and audiences to engage with such unconventional, often experimental performances which 
fall outside the established boundaries of mainstream theatre.  “Postdramatic practice” 
(Lehmann, 1999/2006) asserts that the multiple texts in performance comprise aesthetic 
elements which function through the interactions between the audience and performance 
situations.   
 
Lehmann’s (1999/2006) theoretical framework examines performance on two key levels: 
firstly, it focuses on “the relationship between drama and the ‘no longer dramatic’ forms of 
theatre” (Jürs-Munby, 2006, p. 1); and secondly, the relationship between performance and 
“the changing media constellation in the twentieth century, in particular the historical shift 
out of a textual culture and into a ‘mediatized’ image and sound culture” (Jürs-Munby, 2006, 
p. 1).  While many scholarly theorists (e.g. Peter Szondi, Walter Benjamin, Richard 
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Schechner, Natalie Crohn Schmitt and Shannon Jackson) have analysed contemporary theatre 
and performance practices in relation to theatre and performance history, social impact or 
spectatorship methods, Lehmann’s “postdramatic” framework examines new theatre forms 
against established theatrical and performance conventions.  In addition, he offers a language 
by which to describe contemporary forms that do not fall within a specific theatre or 
performance practice.  For these reasons, Lehmann’s “postdramatic” framework is significant 
to the methodological approaches of this research project.  
 
It is also essential to mention at this point that Lehmann’s (1999/2006) term “Postdramatic 
Theatre” is modified to “Postdramatic Performance” (PdP) for the purpose of this research.  
This term, abbreviated as PdP, is preferred, taking into account several issues identified in the 
literature review where they are examined in depth (Chapter 2, Section 2.3).   
 
Performance has a long history of promoting and engaging audiences with both aesthetic and 
moral understandings, and so examination of PdP should consider the development of 
dramatic conventions and the general history of performance (Jürs-Munby, 2006). 
Performance conventions that infuse performance with a moral agency have had a 
progressive and fluid development since the very origins of drama.  For example, ancient 
Greek theatre in the sixth century B.C. utilised the Chorus as a moral agent to give advice and 
to impart knowledge to its audience.  In the Middle Ages (A.D. fifth to fifteenth centuries), 
craft guilds endorsed by the Christian church sponsored pageant carts to perform miracle, 
mystery and morality plays to educate the public about moral problems inherent in the human 
condition.  Such performances served as a Christian preaching technique (Best, 2011) to 
instruct audience members how they should think and behave.   
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The tradition of using performance as a moral instrument continued throughout the twentieth 
century across various performance disciplines, including theatre and performance art.  For 
instance, renowned theatre practitioners Bertolt Brecht (1898 – 1956) and Augusto Boal 
(1931 – 2009) both advocated performance as a social practice to address social and political 
issues and to privilege the voices of marginalised groups (Bennett, 1997; Lehmann, 
1996/2006; Boal, 1995/2005; Jackson, 2011; Scheie, 2006).  By the mid-twentieth century, 
Brecht’s theory of Epic Theatre and Boal’s Theatre of the Oppressed were both presenting 
performances at least one step beyond the linear narrative structure of Aristotelian theatre.  
Aristotelian theatre imposes a fixed dramatic world which dictates how the audience is to 
think and feel, whereas both Epic Theatre and Theatre of the Oppressed extend Aristotelian 
principles by delegating the choice to think and act to the audience (Boal, 1979; as cited in 
Bennett, 1997).   In a parallel impulse, twentieth-century visual artists and groups such as 
Vito Acconci, Dan Graham, Carolee Schneemann and The Guerrilla Girls, also sought to 
push Performance Art beyond conventional aesthetics by addressing cultural, social, and 
political issues to stimulate viewers to reflect on the targeted themes.   
 
While it is evident that performance continues to serve as a moral agent, the way this purpose 
is achieved is constantly evolving.  Peter Szondi’s Theory of the Modern Drama (1987) 
describes the evolution over the twentieth century of performance conventions and how this 
development resulted in a continuation of performances serving as moral agents.  Szondi’s 
analysis focuses on the “increasing tension between the formal requirements of Aristotelian 
drama and the demands of modern ‘epic’ social themes which could no longer be contained 
by this form” (as cited in Jürs-Munby, 2006, pp. 2 – 3).  Although Szondi’s study covers a 
wide historical record of performance developments, Lehmann (1999/2006) argues that 
Szondi’s analytical framework does not consider theatrical developments beyond those 
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structured by Aristotelian and epic dialectic, such as “theatre without drama, i.e. without the 
representation of a closed-off fictional cosmos, the mimetic staging of a fable” (Jürs-Munby, 
2006, p. 3).  Through his review of “theatre as performance”, Lehmann’s “postdramatic” 
study asserts that “theatre and drama as such have drifted apart in the second half of the 
twentieth century” (Jürs-Munby, 2006, p. 3).  As Karen Jürs-Munby (2006) (Lehmann’s 
designated translator of Postdramatic Theatre) succinctly writes: 
… Lehmann traces not only how the idea of drama could have become historically so 
powerful, but also how the seeds of an eventual crisis of dramatic theatre are already 
harboured in the contradictions and tensions within this [Hegel’s] model of drama as the 
reconciliation of beauty and ethics.  The ‘exclusion of the real’ is an essential principle 
of drama, and its performance through particular real individuals always already 
constitutes a constant latent threat to its abstract ethical content. (p. 4) 
The development of performance evolved contemporary performance practices that differ 
from Aristotelian and Epic Theatre conventions, specifically the exclusion of dramatic 
principles (e.g. mimetic presentation of a conflict-filled plot, representation of fictional 
character, verbal dialogue and so on). Included, conversely, are ‘real’ elements that resemble 
those of performance art practices (e.g. onstage actions are not mimetic but real, and the 
performer does not represent any fictive personification or character).  Such contemporary 
performances that have ‘no drama’ are considered “postdramatic” because they deconstruct 
the traditional relationship between theatre and drama to explore alternative methods of 
establishing performance situation.  Consequently, from a postdramatic perspective, the 
narrative-driven structures of Aristotelian and Epic theatre are part of the collective lineage of 
traditional dramatic conventions (Jürs-Munby, 2006).  These traditional dramatic conventions 
tend to reinforce performance as a moral instrument to either: provoke thought and reasoning; 
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stimulate cognitive and affective reaction; motivate social change; or indeed to prompt all of 
these responses.  From this viewpoint, morality is, for the purposes of this thesis, broadly 
defined as a secular concept related to the engagement of cognitive and affective apparatuses.  
Further examination of this definition can be found in the literature review at Chapter 2, 
Section 2.4.  Contemporary performance practice also highlights a critical question: in 
rejecting the dramatic conventions which are designed to impart morality or stimulate moral 
reflection, has PdP ruptured the long history of performance serving as a moral agent?  The 
answer to this question requires an investigation of the audience’s role in PdP which is 
analysed in detail at Section 2.6. 
 
The audience’s role in performance has altered as a result of the evolution of performance 
practices in theatre and performance art over the course of the twentieth century (This altered 
role is discussed in detail in Chapter 2, Section 2.1).  Over time, performance practices have 
evolved to offer various methods by which spectators engage with a performance.  
Essentially, spectators of a performance have changed from being passive receivers to active 
spectators (Aristotle, n.d.; Schmitt, 1990; Goldberg, 1998; Berghaus, 2005; Jackson, 2011; 
Fensham, 2012).  The traditional Aristotelian principle of audiences experiencing catharsis 
while watching a performance, which had a moral purpose and used narration and archetypal 
characters to generate empathy, has evolved into performances involving each spectator as an 
active participant or even co-performer (Goldberg, 2011; Fensham, 2012).  Such active 
spectatorship activates the democratic process of a spectator making choices to act on the 
aesthetic stimuli presented in the performance.  Judgements made by the audience are based 
on their own individual knowledge and experiences of the world and not just that of the 
director or playwright.  This phenomenon raises two separate questions: firstly, what is the 
index of moral engagement of the audience in works of PdP from a post-Brechtian theatre 
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viewpoint?  Secondly, what is the readiness and capacity of contemporary audiences to make 
their own choices at a performance that demands open interpretation against the widely 
accepted dramatic form within traditional Western conventions?   These two questions are at 
the heart of this research topic in examining the moral dimensions of PdP.  
 
The moral dimensions of contemporary performance have been examined by some scholars 
who argue that contemporary performance is a form of “social practice” (Jackson, 2011, p. 12; 
Goldberg, 2011).  Jackson (2011) asserts that “social practice” is a fluid term which refers to 
the methods and, ultimately, the (social) impacts of contemporary performances.  For 
instance, the development of various performance practices in the last fifty years established 
various experimental performances commonly categorised as “post-studio” (p. 1), “post-
optical” (p. 1), or “post-dramatic” (p. 2) (Jackson, 2011).  The notion of “post” in these 
experimental performances arguably does not signify a chronological “after” production, but 
a rupture of the structures in traditional mainstream art conventions, such as the eschewing of 
drama in the field of theatre, and the exploration of theatrical forms (e.g. durational, spatiality, 
and embodiment) to challenge traditional static object conventions in visual art (e.g. live art, 
painting live, installation work of living bodies, and site-specific sculptures ‘performed’ by 
local people in a community) (Jackson, 2011).  Exploration of traditional dramatic 
conventions in contemporary performances stimulates the community of audience members 
into a (social-political) debate about the performance ethics of audience engagement.  This 
effect generally encourages the audience to participate in the performance at a physical, 
cognitive, and/or affective level.  Fundamentally, such experimental performances require 
audience members to accept responsibility for creating their own responses, through the use 
of aesthetic qualities that resonate with the individual’s prior knowledge and memories, and 
stimulate the synthesis of new meaning/understanding (Norman, 2008). 
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From this perspective, PdPs disrupt spectators’ senses in order to stimulate them into making 
meaning of their experiences during the performance based on their individual knowledge, 
experiences and memories.  If Jackson’s (2001) contention that social practice is “a term that 
combines aesthetics and politics” (p. 12) is valid, then postdramatic practice has a certain 
level of social engagement through “disruption at the expense of social coordination” (p. 14) 
and the established frameworks that measure the contribution of art practices in social 
perception (Jackson, 2011).  Without applying the essential principles (such as conflict-filled 
fable, narration, mimetic acting of fictional characters) which traditional dramatic 
conventions prescribe, PdP arguably has a potential to stimulate a community to be actively 
socially engaged.  This potential amounts to a moral function.  For example, a postdramatic 
characteristic such as the ‘lack of cohesion’ (between and/or within scenes) confounds and 
intrigues audiences; it motivates their logic-driven nature to apply intellectual reasoning and 
imaginative skills during and after the performance in order to resolve the questions arising 
from it.  The desire to fill in the ‘gaps’ for a logical and comprehensive understanding 
provokes audience members to interact, discuss and enlighten each other about their 
‘incomplete’ comprehension and perception of the performance as a whole.   
  
Once such active engagement has been created, the next stage is to examine if it has any 
moralising dimensions.  Lehmann (1999/2006) effectively addresses the dialectic structure of 
traditional dramatic practice, in relation to postdramatic practice, by deeming that watching a 
performance is the dramatic situation: 
At this point we witness a displacement that all questions of morality and behavioural 
norms undergo through theatre aesthetics, in which there is a deliberate suspension of the 
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clear line between reality (where, for instance, the observation of violence leads to 
feelings of responsibility and the need to intervene) and ‘spectatorial event’. (p. 103)  
To elaborate, unlike traditional dramatic conventions that guide the audience to examine the 
aesthetics of a performance through the relationship between form and content, PdP presents 
aesthetics between the ‘real’ (reality) and ‘staged’ (fictitious).  PdP requires audience 
members to decide for themselves if they should perceive the events and aesthetic elements 
taking place before them as ‘real’ or ‘staged’ in order to respond appropriately.  In choosing 
how they perceive the elements’ significance, audiences define and create their own 
experiences.   Hence, ‘spectatorial’ in postdramatic contexts refers to the audience’s 
responsibilities and self-reflexive, democratic decision to ‘participate’ in a performance 
(Lehmann, 1999/2006).  From this viewpoint, postdramatic practices break away from those 
of conventional dramatic performance by seeking to identify the potential of aesthetic 
elements as stimuli instead of fixed representational objects, and presenting performance 
situations with a mix of the real and the fictitious that are beyond traditional narrative 
structures. 
 
1.2 Context 
[P]erformance art has been a medium that challenges and violates borders 
between disciplines and genders, between private and public, and between 
everyday life and art, and that follows no rules. (Goldberg, 1998, p. 30) 
Any discussion of performance inevitably deals with political and social issues (Goldberg, 
1998; Kershaw, 1999; Lehmann, 1999/2006; Jackson, 2011).  Since performances in general 
influence the moral ethos of individuals as well as society at large, it is essential to examine 
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the effects of contemporary performance upon its spectators.  While contemporary 
performance has developed a wide variety of performance forms, PdP is one subset of 
contemporary performances that has gained international recognition and interest.   
 
Lehmann’s examination of the postdramatic includes works from the fields of both theatre 
and visual arts (Lehmann, 1999/2006; 2008).  Ultimately, PdP can only be understood fully 
through the established conventions of these disciplines.  If both theatre and visual art have 
moralising factors, it is reasonable to expect that works which combine elements of theatre 
and visual arts will also have a moralising dimension.  This leads in turn  to consider whether 
such moral function remains the same or is somehow changed.  In recognising PdP’s rapid 
and boundary-breaking developments, it is crucial to determine how effectively audiences are 
able to engage with and appreciate contemporary performances beyond their mere 
entertainment value.   
 
  
1.3 Purpose 
This is a qualitative research project which will examine the possible moral functions of 
experiencing PdP on two levels.  Firstly, in reviewing the new range of performance concepts 
and vocabularies of PdP, this evaluation seeks to establish whether or not there exists a 
relationship between PdP and moral purpose.   Secondly, if a moralising purpose is 
identifiable in PdP, the relationship between aesthetics and morality will be examined with a 
view to providing a theoretical framework through which the moralising dimensions of any 
PdP can be determined.  Focusing the proposed framework on assessing the moral functions 
of PdP equips the audience member to engage and reflect on his or her moralising experience, 
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as well as create a common dialogue which theatre critics and audiences can relate their 
experiences in PdP.  Understanding how the audience is able to appreciate contemporary 
performance through active and productive engagement of their cognitive and sensorial 
processes will, it is hoped, enable a greater flexibility and relevance in the design of the 
proposed framework.  Additionally, the proposed theoretical framework has the potential for 
expansion and adaptation in other fields of study which may need to adapt or apply their own 
approaches, critiques, or pedagogies to PdP apparatuses.    
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1.4 Thesis Outline 
Chapter 2: Literature Review  
The Literature Review aims to establish the research terminologies and parameters of the 
research project.  This literature review discusses and evaluates five key areas: (1) 
“Postmodernism”; (2) “Postdramatic Performance”; (3) “Morality”; (4) “Performance as a 
Moral Agent”; and (5) “Initial Investigation of Moral Functions of Postdramatic 
Performance". 
 
Chapter 3: Research Design  
The Research Design describes the research framework within which this project is situated.  
This chapter elaborates the interdisciplinary research strategies applied to search and interpret 
sources for meaning-making in this research project. 
 
Chapter 4: Introduction to the Case Studies 
The case study approach is applied to reach general conclusions on the moral significance of 
PdP.  This chapter introduces and analyses the two case studies selected for this research 
project.  Each case study contains a unique set of artistic characteristics that constitutes it as a 
work of PdP.  The first case study is De Macht Der Theaterlijke Dwaasheden (The Power of 
Theatrical Madness) (1984) by Jan Fabre, the last piece of Fabre’s first trilogy.  The second 
case study is Romeo Castellucci’s Inferno (2008), one of the three-part series The Divide 
Comedy.   
 
Chapter 5: Case Study Analysis 
The analysis contains a full discussion, interpretation and evaluation of the results gathered 
from the case studies with reference to the reviewed literature. This chapter also includes 
PERFORMING MORALITY: A FRAMEWORK FOR ASSESSING THE MORAL SIGNIFICANCE OF SELECTED WORKS OF 
POSTDRAMATIC PERFORMANCE  
 
   12 
theory building to examine and establish the validity of the proposed framework that guides 
spectators to review the moral functions in relation to the aesthetics of PdPs. 
 
Chapter 6: Conclusion 
This chapter recaps and summarises the purpose, analysis, and findings of this dissertation. 
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Chapter 2: Literature Review 
To establish the research terminologies and parameters of the research project, this literature 
review discusses and evaluates five key areas.  The first area discusses the power of 
performance and examines the audience’s role in contemporary performances from the late 
twentieth century onwards.  The second area reviews key principles of Postmodernism. The 
following two areas are theoretical discussions to define “Postdramatic Performance” and 
“Morality”; and the fifth area is an initial assessment of the relationship between performance 
and morality based on the literature.   
 
The purpose of reviewing Postmodernism principles is to survey the background context that 
influenced PdP.  The definition of “Postdramatic Performance” is identified through 
referencing various scholarly publications.  The study of “Morality” is examined through 
philosophical and artistic theories.  The definitions of “Postdramatic Performance” and 
“Morality” set the parameters to psychologically, philosophically and artistically analyse the 
moral significance of performance in general.  This literature review is intended to lay the 
groundwork for possible sets of theories and criteria to establish a critical framework for 
approaching and engaging the aesthetic and moral dimensions of PdP.  
 
2.1 The Power of Performance 
The performative quality of power is shaping the global future as it never has 
before. (Kershaw, 1999, p. 5) 
The power of contemporary performance is examined with reference to two key scholarly 
publications with contrasting perspectives.  This examination aims to investigate the 
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influential factors contemporary performance has on society, particularly on audiences.  This 
section reviews literature with a focus on the power of Western performance and its impact 
on the audience.  Performance is first examined as an economic commodity, where the 
audience is positioned as consumer.  It is then investigated through the strategies of 
Performance Studies. The purpose of reviewing the power and impact of performance 
through sources that hold opposing views is to better assess performance’s capacity to serve 
as a moral agent.   
In The Radical In Performance Between Brecht and Baudrillard (1999), Kershaw argues that 
“the processes of performance have become ever more crucial in the great cultural, social and 
political changes” since late twentieth century and more significantly in the twenty-first 
century (p. 5).  Kershaw sees performance as having turned into an economic commodity in 
reaction to postmodern, contemporary consumerist culture.  His investigation of the power 
and authority of theatre sheds light on a performance’s capacity to influence.  This 
illuminates the intent of this research project: to understand the power of secular 
performances as economic commodities within society, and to question whether a 
contemporary performance that does not follow conventional theatre structures can have any 
moral functions.   
 
This review focuses on Kershaw’s (1999) examination of Western performance in the late 
twentieth century.  He identifies three key aspects of Western performance’s power and 
authority.  Firstly, Kershaw (1999) refers to performance during this period “as a process of 
audience training that strives to echo and reinforce shifts in modes of perception and 
reception happening in the wider cultural economy” (p. 31), arguing that performance is 
increasingly participating in the capitalist, consumerist system by transforming itself into a 
commodity.  Secondly, in citing Henri Lefebvre’s (1991) “abstract space” framework, Sophie 
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Nield’s (1996) and Pierre Bourdieu’s (1984) theoretical examinations, Kershaw (1999) states 
that theatre can be a “space of domination”, regarding the theatre space as a social vehicle 
that promotes privileged groups rather than a democratic institution for the creative (p. 31).  
Performance as a culturally inferred product can, therefore, establish the formations of social 
groups, based on gender, class, race, and generation and so on (Kershaw, 1999).  Lastly, 
Kershaw (1999) argues that performance is a method of spatial indoctrination that embeds 
normative social values in the audience via the manipulation of the audience’s senses into 
“pleasurable submission” (Kershaw, 1999, p. 32). 
 
In his first argument, Kershaw (1999) draws parallels between the process of experiencing 
performance with the “shopping ‘experience’” (Morris, 1993; Willis, 1991; as cited in p. 39); 
defining the “shopping ‘experience’” as a process where everything one consumes is 
transformed into a commodity and these commodities  possess no real value except as parts 
of a culture of commodification.  As performance is part of the cultural realm that includes 
“heritage sites, arts centres and theatres”, the implication is that performance is itself a form 
of commodity, and this proposition suggests the loss of its “autonomy”, “power”, heritage 
and tradition (Kershaw, 1999, p. 39).  The development of advanced technologies, 
specifically mass media, has been influential in developing this postmodern, consumerist 
culture where an “‘original’ aesthetic event” is reproduced and transformed into a commodity 
as ordinary as the rest (Horkheimer & Adorno, 1972; as cited in Kershaw, 1999, p. 38).  
Technologies also begin to replace all references to one’s heritage with “hyper-real” 
“simulacra” (Baudrillard, 1994; as cited in Kershaw, 1999, p. 39).  A reliance on simulacra, 
as postulated by Fredric Jameson (1982/1985), causes one to be distanced from reality, 
thereby losing the ability to retain one’s own past and to live instead captured in a perpetually 
changing present  (Kershaw, 1999).  Later, Robert Hewison (1988) illustrates Jameson’s 
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point via his model of postmodernity.  He creates the image of a cheerful tourist visiting a 
historical site, without scrutiny against the real, despite having foreknowledge that the site is 
an artificial commodity, manufactured in technological factories (as cited in Kershaw, 1999). 
Kershaw (1999) concludes that this consumerist pattern can eventually develop a society that 
consumes everything as a commodity on a daily basis. Kershaw’s argument that Western 
performance “succumbs [sic] to new pressures of commodification in the market-place of 
culture” (p. 41) raises the question of whether performance, since the late twentieth century, 
has devalued itself to become merely an entertaining ‘merchant vehicle’ aiming to fulfil 
social, political and economic demands. 
 
Kershaw’s (1999) second argument, refers to the principle of theatre semiotics to illustrate 
that theatre can be a “space of domination” (p. 31).  Theatre semiotics often focuses on 
explaining the structures of theatrical sign systems.  It consists of extensive study on the 
presentation and representation of theatrical signs (Elam, 2002; Schechner, 1977/1988).  
However, semiotics generally fails to investigate the reception process, disregarding the 
meanings that audiences construct from the stimuli presented in performance.  The exclusion 
of such a significant factor – the audience – in this theatrical sign equation indicates that 
audience is deemed as irrelevant to any production and highlights the culture of reception, 
where performance is merely perceived as an exchange of values, without imparting any 
practical knowledge (Kershaw, 1999).  As an example, Kershaw (1999) refers to Jerzy 
Grotowski’s (1968) theory of the “courtesan actor” - a performer who is restricted to display 
a collective set of skills, artifices, tricks or techniques - to illustrate that audience is denied 
access to the performer’s creativity and authenticity (p. 34; as cited in Kershaw, 1999, p. 53).  
Even Plato in the fifth century B.C. considered such a performance to be “a theatre of 
prostitution” because the performance becomes an exchange of the “unreal” (Plato, as cited in 
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Blackburn, 2007 & Hall, 1990; Kershaw, 1999, p. 53), presenting only sets of imitations 
which lead to similar outcomes whenever artefacts mimick relics.  Therefore, the democracy 
of self-reflexive critique, commonly regarded to arise from the creative discipline of 
performance, is negated by the consumerist capacity to commercialise performance (Kershaw, 
1999). Although Kershaw’s theory continues to be debated, it does raise awareness of 
contemporary performance being a disciplined system, with protocols to ensure it fulfils its 
purpose, which may or may not have moralising intentions, such that all performance has the 
power and ability to transform beliefs and ideologies. 
 
Kershaw’s (1999) third and final point explains that performance functions as “carnivalesque” 
– defined as “a cultural practice characterised by excess, immersion and the elimination of 
distance between subject and object” (Bakhtin, 1968; as cited in Kershaw, 1999, p. 52).  The 
carnivalesque illustrates the point that performance can manipulate the audience’s senses 
through “pleasurable submission”. Though the audience, as consumer, is fully aware of the 
performance explicitly manipulating them, they are not deterred from purchasing tickets and 
attending the event (Kershaw, 1999).  Reminiscent of Hewison‘s (1988) “cheerful tourist” 
mentioned earlier, Kershaw (1999), borrows heavily from several theorists of post-industrial 
consumerism (Featherstone, 1991; Willis, 1991 and Baudrillard, n.d.), who see post-industrial 
consumerism as training consumers to be accustomed to visiting “shopping malls, department 
stores, theme parks and heritage displays” (p. 52).  Although consumers are fully aware the 
sites are simple simulations of the real, it is the custom and knowledge that leads customers 
to visit such sites for the sole purpose of sensory indulgence, without any intention to 
interrogate the relationship between reality and simulacra.  Kershaw (1999) argues that 
performance therefore must have these same post-industrial consumerist characteristics of 
“carnivalesque indulgence” (p. 52) in order to fit in the contemporary consumerist culture, 
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and thus contain techniques that manipulate the audience into a “pleasurable submission” (p. 
32). 
 
Overall, Kershaw’s (1999) investigation of performance’s power and authority clarifies two 
points.  Firstly, performance has evolved in its capacity to shape the behaviour and beliefs of 
individuals, as well as to influence the ideology of societies, politics, and economic structures.  
This aligns with Brecht’s (1964) theory of “culinary theatre” where performances cultivate 
the audience’s faculties by applying aesthetic elements to stimulate and seduce the audience 
into “pleasurable submission” and “sensory indulgence” (Kershaw, 1999, pp. 32 & 52).  
Secondly, performance has entertainment value and transforms itself in response to the 
demands of the prevailing social, political and economic requirements.  Contemporary 
performance practices clearly differ from traditional performance conventions. However, 
whether commodification, fluid structure and ability to manipulate an audience’s senses 
represent new moral functions or forfeit any moralising ability in the context of socio-politic 
influences in and around the field of arts remains to be determined. 
 
 
PdPs are interdisciplinary investigations that involve works from various fields, particularly 
visual arts and theatre (Lehmann, 1999/2006; Jackson, 2011).  Therefore, reviewing 
interdisciplinary performance through the lens of social agency provides insights for 
examining the potential of PdPs to stimulate audiences in moral engagement.  
Interdisciplinary performances are underpinned by rules, methods and belief systems 
(Lehmann, 1999/2006; Jackson, 2011; Goldberg, 2011; Brayshaw & Witts, 2014).  While 
“artists are often ‘disciplined’ by previous training and, as a result, do not always share the 
same standards in craft, image-making, acting, or community organizing”, one cannot ignore 
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the creative possibilities that such tensions will promote the questions that will arise and the 
potential of unique performance forms that might emerge (Jackson, 2011, p. 13).  In addition, 
if the performance engages in a social or political discourse, artistic tension intensifies 
because the celebration of “social disruption at the expense of social coordination”, 
destabilises the structure of an inter-dependent society (Jackson, 2011, p. 14) because the 
society and creative industries (e.g. architecture, mass media, fine art, theatre, and 
performance art) are reliant on each other for political and economic survival.  Therefore, 
artistic freedom of expression is co-dependent on social obligation and care (Jackson, 2011).  
To illustrate this, Jackson (2011) refers to Claire Bishop’s (2004) theory of the “antagonist” 
of art practice, where “art practices that seek to create a harmonious space of inter-subjective 
encounter – i.e., those that ‘feel good’ – risk neutralizing the capacity of critical reflection” 
(Bishop, 2004., as cited in Jackson, 2011, p. 47).  On the other hand, “art practices that seek 
to correct social ills – i.e., those that ‘do good’ – risk becoming overly instrumentalized, 
banalizing the formal complexities and interrogative possibilities of art under the 
homogenizing umbrella of a social goal” (Bishop, 2004, as cited in Jackson, 2011, p. 47).  
Jackson’s (2011) aforesaid argument that “social inter-dependence of the art object risks 
censorship as much as it invites collaboration” (p. 15) is supported by Kershaw’s (1999) 
contention that performance is not entirely free from other obligations in essence that 
performance cannot be defined as merely an artistic expression of the creative, and instead is 
always a vehicle that contributes to humanity.  Regardless of the creative intentions behind 
any given performance, the fundamental structure of performance itself drives the audience 
into a self-reflexive critique, either through awakening the consciousness, questioning the 
status-quo of certain subjects or situations, or stimulating the senses that led to triggering 
emotions. 
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2.1.1 The Contract Between Performance and Audience 
Kershaw’s (1999) contention that performance is essentially a commodity and Jackson’s 
(2011) framing of performance as “social practice”, suggest that performance – with or 
without any intention of being a socio-political vehicle – is inevitably influential to the 
human community.  Performance projects the beliefs and methods by which humans innately 
self-regulate, associate and interact with each other to build community for themselves.   
 
Susan Bennett (1997) asserts that “the involvement of the audience in the theatrical event is 
undoubtedly complex” (p. 204).  Bennett (1997) suggests that traditional theatre places the 
audience in a passive onlooker role dictated by conventional theatre practice and architecture.  
This statement holds certain truth in Aristotelian theatre, which imposes a fixed and 
identifiable world by having actors assume archetypal characters, each one assigned to act 
and think on behalf of the audience (Boal, 1979, as cited in Bennett, 1997). According to 
Boal (1979), the passive audience watching the archetypal characters, “purge themselves of 
their tragic flaw – that is, of something capable of changing society” (p. 155; as cited in 
Bennett, 1997, p. 209).  While Boal’s (1979) statement remains to be contested, Richard 
Webb (1980) refers to such affective and intellectual purging as ‘reactions’.  Generally, an 
audience member attending a conventional dramatic work “agrees to give himself up to the 
performance” as he expects the “actors to express and he receives” (Webb, 1980, pp. 206 – 
207).  This expectation is validated through the spatial cues of conventional theatre 
architecture (such as sitting arrangements, “scène/salle", and lighting) (Webb, 1980/2009, p. 
207).  Thereby, the audience’s responses are considered only as “physically and creatively 
passive” since they are prompted by the dramatic convention and theatre architecture (Webb, 
1980, p. 207).  Bennett (1997) expands on Webb’s (1980) analysis in stating the audience’s 
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agreement to be guided as an onlooker in a performance is sealed through a form of social 
contract.  
From the above literature, three key points can be identified: 
1. Performance applies in both creative and commercial contexts.  Creative purpose may 
present or challenge a set of institutionalised moral beliefs.  In contrast, performance in 
the commercial context focuses more on superficial and secular purposes – its 
entertainment value and ability to generate economic growth in order to fulfil the 
audience’s desire for sensual indulgence.   
 
2. Regardless of performance style, traditional and contemporary practices of performance 
have a transformative power for individuals and for the society, including its politics. 
 
3. Contemporary performance, with or without interrogative intentions, incorporates 
multiple disciplines and techniques that have specific assessable criteria.  Interpreting the 
artwork is the responsibility of the audience and so judgements regarding the artwork’s 
value must be based on the interaction between the artwork and the audience rather than 
the artist’s intentions for the work.   
These three points eventually lead to the critical examination of the specific methods by 
which performance can stimulate moral engagement. 
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2.1.2 Audience Responsibility 
Art can radiate out of the museum and reach the whole city. (Wilson, 
1993/1999, p.177) 
This section explores the audience’s roles and responsibilities in attending artistic 
performances in both traditional and contemporary practices.  It defines and compares the 
principles between “passive audience” and “active audience”. 
 
Through the statement above, Robert Wilson (1993/1999) expresses that art has the capacity 
to affect a far wider population than its immediate audience.  It obliges audiences to respond 
beyond the four walls of the auditorium in which the work was originally performed and long 
after the performance.  Susan Bennett’s (1997) study of spectatorship, also asserts the social 
nature of performances, that inevitably requires audiences to engage in the performance at a 
pre-, in-, and after-performance moments.  Bennett (1997) analyses how the pre- and after-
performance time contribute to the audience member’s experience and interpretive processes. 
“The spectator comes to the theatre as a member of already constituted interpretive 
community and also brings a horizon of expectations shaped by the pre-performance 
elements” (Bennett, 1997, p. 139).  The pre-performance and performance thus consist of two 
frames – an outer frame and an inner frame.  “The outer frame always embraces both 
audience and performance”, thereby it “contains all those cultural elements which create and 
inform the theatrical event” (Gaylord, 1983, p. 136; as cited in Bennett, 1997, p. 139).  Any 
pre-existing encyclopaedia (namely, the knowledge, experiences, ideas, beliefs and emotions, 
etc.) the audience brings to the theatre are examples of such “cultural elements”.  These 
encyclopaedias construct “the outer frame and is confirmed by the existence of commonly 
acknowledged theatrical conventions” (Bennett, 1997, p. 140).  Whereas, the “inner frame 
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contains the dramatic production in a particular playing space” (Bennett, 1997, p. 139).  Here 
“the spectator serves as a psychological participant and empathetic collaborator in the 
maintenance and ‘truth’ of the fictive world onstage” (Gaylord, 1983, p. 136; as cited in 
Bennett, 1997, p. 139).  These attributes help the audience to consciously “find meaning and 
significance in the events taking place on stage” (Gaylord, 1983, p. 136; as cited in Bennett, 
1997, p. 139).   
 
Investigating the audience’s role in performance practices begins with a consideration of 
theories of spectatorship.  For the most part, these theories view the relationship as a 
receptive process between two opposing theatre practices: traditional (i.e. Aristotelian Greek 
Tragedy) and contemporary (i.e. Brechtian Theatre and PdP).  Irrespective of the style of 
practice, any investigation of the audience’s roles and responsibilities is likely to result in the 
perspective expressed so succinctly by Wilson’s (1193/1999) assertion that all artwork, 
especially performance, has the power to reach beyond its physical space.  While this may be 
debatable, since the first historical record of ancient Greek theatre in the sixth century B.C., 
the ability of theatre to stimulate reaction and/or action has no fixed boundary.  Hence, the 
audience’s role in a performance is not fixed, especially when the performance framework 
evolves. 
 
With Aristotelian theatre, as with most traditional performances, the audience member’s role 
is as a spectator who experience catharsis in response to the actions of the archetypal 
characters portrayed on stage.  Their responsibility is to respond appropriately to the stimuli 
provided by the performers.  In this way, audiences are provided “a means to imaginative 
perception, feeling and understanding” (Dean, 2002, para. 4).  Such responses required a 
universal understanding of how to respond to the performance.  In “Poetics”, Aristotle (trans. 
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2008) argues that artworks can be neatly divided into two key derivatives, virtue and vice, 
which represent the diversities of all mankind and applied to all art forms (painting, literature, 
and dramatic performance, etc.).  The differences that influence their principle of imitation 
are based on three domains – the artwork’s (1) means; (2) object; and (3) manner (Aristotle, 
trans. 2008, ch. 3).  With traditional performance, the moralising effect is predictable and 
controllable.  However, when performances do not have the fixed dramatic structure of a 
traditional Aristotelian framework, and audiences are instead obliged to take on a more active 
and collaborative role. Any potential moralising effect upon the audience and the wider 
community is not instantly measurable. 
 
Marco De Marinis’ (1987) “closed performance” and even Umberto Eco’s (1979) “closed 
text” define principles of a passive audience similar to that of Aristotle’s notion of mimetic 
performance (Kershaw, 1999; Luke, 1989).  In “Dramaturgy of the Spectator”, De Marinis 
(1987) refers to Eco’s (1979) “Model Reader” to hypothesize his “Model Spectator” theory 
(p. 102).  The “Model Spectator” (1987) distinguishes “two different levels of reception” – 
firstly the “extra-textual level of the real (empirical) receiver” and secondly the “intra-textual 
level of the implied” (De Marinis, 1987, p. 102).  De Marinis (1987) studied these two levels 
of reception within both “closed” and “open” performances.   
 
De Marinis’ (1987) “Model Spectator” “concept serves to remind us that the action of the 
spectators is not a mechanical process predetermined by the generators of the performance-
text, but one of relative independence and autonomy working with the composition of the 
performance” (Doan & Giles, 2005, p. 94).  Hence, “the audience is both the object of the 
performance, its target, and the receiver, or active interpreter of the performance” (Doan & 
Giles, 2005, p. 93).  Wilson and Eco (1993/1999) offer a performance method that illustrates 
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similar principles to De Marinis’ (1987) regarding spectatorship.  In a discussion regarding 
the creative process, Wilson and Eco (1993/1999) argue that artists such as Shakespeare or 
Mozart could not fully understand what they were doing at the time.  In fact, “one can think 
about and reflect on, but not completely understand.  The works are larger than the man” 
(Wilson, 1993/1999, p. 174).  In essence Wilson and Eco felt that the artist, performer and 
director cannot interpret the work because “interpretation is for the public” (Wilson, 
1993/1999, p. 173).  “We create a work for the public and we must allow them the freedom to 
make their own interpretations and draw their own conclusions” (Wilson, 1993/1999, p. 173).  
Wilson’s (1993/1999) ideologies indicate that in his view, the audience is responsible for 
one’s own experience and involvement in a performance.  Performance is a platform and a 
process of gaining something, arguably the development of either affective (emotions, and 
feelings, etc.) or intellectual (ideas, beliefs, and cognition, etc.) or both facets (imaginations) 
(Wilson & Eco, 1993/1999; De Marinis, 1987; Doan & Giles, 2005, Dewey, 1934; 
Schellekens, 2007).   
 
Bennett (1997) proposes that the audience’s role lies at the point of intersection between the 
inner and outer frames.  The production and reception between audience and stage, and 
among spectators “cause[s] the inner and outer frames to converge for the creation of a 
particular experience” (Bennett, 1997, p. 139).  It is the combination and intersection of these 
frames that allow an audience to, on the first level, conceive and hypothesize “the existence 
of a particular fictional world on stage with its own dynamic and governing rules” and, on the 
second level, review the presented fictional world against the real world and other 
representations of the fictional world the audience may have previously experienced (Bennett, 
1997, p. 140).  If Bennett’s theory applies to all performances then this contradicts Kershaw’s 
(1999) postulation in his third argument that the audience member who attends a 
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contemporary performance for “carnivalesque” and sensorial indulgence is so immersed in 
“pleasurable submission” that he no longer questions the ideals presented in the fictive world 
against reality. 
 
From the above theoretical discussions, there is no doubt that whether in a “closed” or open 
performance, audience members have and will continue to have a role with regard to the task 
of interpretation.  It is, however, the style of the performance that dictates the level of 
stimulation that will garner the level of audience reception and participation.  The 
performance signifiers (for example, costume choice, language choice) serve as codes, to 
either guide audience members to make reference to a specific historical context, or to 
stimulate the audience members to recall memories and past experiences, or draw association 
between various personal encyclopaedias such as knowledge, memories, experience, beliefs, 
and so on (Eco, 1979; De Marinis, 1987; Wilson, 1993/1999; Doan & Giles, 2005).   
 
In addition to performance-audience semiotic models, Bennett (1997) contends that the social 
nature of performance practice creates opportunities for the audience members to make 
references to more than one social art form (dance, music, film, and architecture, etc.).   The 
interactivity between audience members and between actors and audience members 
reinforces the point that performance is a platform where communities converge to instil and 
strengthen certain social behaviours (Bennett, 1997).  While the analysis of performance by 
social scientists goes beyond the limitations of this dissertation, one point this review can 
support is that the experience of performance demands of its audience members: a 
recognition of their presence in the theatre, a reflection on the experience during the 
performance, and a self-regulation of their personal emotional and physical apparatuses in 
order to orientate themselves with other audience participants within the common auditorium 
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space (Bennett, 1997; Fensham, 2012; Schellekens, 2007; Lehmann, 1999/2006).  In fact, if it 
is “an essential moment of the experience of theatre that the spectators themselves define their 
situation, then they each also have to take responsibility for the manner of their participation 
in the theatre” (Lehmann, 1999/2006, p. 103).  
 
2.2 Postmodernism 
PdP draws impulses from postmodernism; therefore PdP (discussed in greater detail in 
Section 2.3) cannot be examined without first understanding postmodernism.  Offering a 
simple, singular definition of “Postmodernism” is quite difficult; with several scholars 
suggesting that it would be antithetical to “Postmodernism” to do so (Bertens, 1995; Cahoone, 
1996/2001).  With this in mind, this section reviews the principles of “Postmodernism” 
within intellectual debates that are referential to performance.  The postmodern principles 
examined in this review aim to provide insights into the contextual background of 
“Postdramatic Performance”.   
  
2.2.1 Summary of Postmodernism 
Depending on the source, Western postmodernism is said to have emerged in the 1950s as “a 
complex of anti-modernist artistic strategies” (Bertens, 1995, p. 3), or in the late 1970s as a 
reaction to the establishment of political conservatism (Kershaw, 1999; Cahoone, 1996/2001).  
Regardless of the exact emergent period, postmodernist influences can be found in diverse 
artistic disciplines, such as: painting, architecture, literature, theatre, performance art, and 
film (Bertens, 1995, p. 3; Cahoone, 1996/2001; Harrison, 1991; Milner, 1991).  The prefix 
“post” when used with the term ‘modernism’ does not solely refer to the chronological 
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sequence of “being after”, it also denotes postmodernist’s intellectual reflection in asking 
what was before postmodernism and how it differs from its’ predecessors (Feher, 1988, as 
cited in Milner, 1991, p. 110).  Therefore, postmodernism can be said to be “a move towards 
radical aesthetic autonomy, towards pure formalism” (Bertens, 1995, p. 4) or a “rekindling of 
interest in narrative structures” (Banes, 1985, p. 91; as cited in Bertens, 1995, p. 4)”.  
Therefore, “postmodernism is either a radicalization of the self-reflexive moment within 
modernism, a turning away from the narrative and representation, or an explicit return to 
narrative and representation.  And sometimes it is both” (Bertens, 1995, p. 5).  Although there 
are various postmodern approaches and frameworks dependent upon the context and 
demands of each discipline, such that ultimately all disciplines seeking postmodernism aim to 
excel beyond the “self-imposed limitations of modernism, which in its search for autonomy 
and purity or for timeless, representational truth has subjected experience to unacceptable 
intellectualizations and reductions” (Bertens, 1995, p. 5).  Hence, everyone has the same 
rights to propose the definition and principles of postmodernism (Milner, 1991; Bertens, 1995, 
p. 3; Cahoone, 1996/2001).  Therefore, PdP sits within the postmodernistic paradigm because 
postdramatic practices are fluid, constantly re-thinking every aspect of traditional art forms, 
challenging the structure of traditional conventions and situating audiences in a democratic 
and active role (Barnett, 2005; Lehmann, 1999/2006; Jackson, 2011; Fensham, 2012).   
 
2.3 Postdramatic Performance 
For the purposes of this paper, the term “Postdramatic Performance” is preferred to refer to 
contemporary performances that have characteristics of postmodernism, that fall within the 
genre of performance studies and under postdramatic theatre.  There are two reasons 
“Postdramatic Performance” will be used instead of the more common practice of using the 
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term “Postdramatic Theatre” to cover both the study of contemporary performance and the 
contemporary performance itself.  Firstly, it prevents Postdramatic Theatre, the framework to 
analyse contemporary performance, from being misunderstood as a performative movement 
or form.  Secondly, “performance” embraces the presence of “being” and refers to observable 
live actions within a shared time and space.  Something “is” performance when it is 
supported by the rules of “historical and social context, conventions, usage, and tradition” 
within specific cultural circumstances (Schechner, 2006, p. 38).  Hence, PdP is considered the 
most appropriate way of defining new contemporary performative forms.   
 
2.3.1 The Characteristics of Postdramatic Performance 
The result of intimate reference to postmodernism leads PdP practices to be fluid and not 
absolute (Lehmann, 1999/2006; Barnett, 2008).  Although PdP practices are a bricolage of a 
myriad and eclectic field of studies, Lehmann’s (2006) postdramatic framework identifies 
common stylistic characteristics and semiotic principles that are present in most 
contemporary (postmodern) performances. Lehmann (2006) theorises that PdP is an 
interdisciplinary experimentation:  
that resists cathartic narrative, that deconstructs canonical texts, that replaces dramatic 
characters with sculptural figures, that moves outside of a proscenium space, and that 
approaches politics from a post-Brechtian stance that re-images rather than rejects the 
signature forms of the culture industry. (as cited in Jackson, 2011, p. 2) 
Lehmann’s (2006) discussion of the characteristics of theatrical signs prescribes the ideal 
experience a PdP audience should receive, whereas the ideal spectatorship is explored in 
Rachel Fensham’s (2012) discussion of the active postdramatic spectator.  Fensham (2012) 
theorises that the “postdramatic paradigm urges us … to ‘participate …’” (para. 2).  The 
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management of performative qualities can incite an immediacy of experience that heightens 
the audience’s awareness and prompts self-reflection.  This purposeful participatory 
spectatorship provides room for those in the audience to acknowledge their presence in the 
auditorium, reflect on their experience of interacting with the performative signs, and 
determine their contribution to the performance.  Lehmann (2006) views this process as 
“synaesthesis” which is discussed further in detail at Section 3.2.1. 
 
2.3.2 Summary of Postdramatic Performance 
In summary, PdP can be understood through its quintessential characteristics.  To do so, this 
section summaries the key points addressed in Section 2.3 via Bernd Stegemann’s 
(2008/2009) examination of the term “postdramatic” within the field of performance.  
 
Stegemann’s (2008/2009) examination of the true meaning and “happenings” of 
“postdramatic” addresses two distinctive features of PdP (p. 11).  Firstly, PdP no longer 
functions “as the production of a dramatic text” (Stegemann, 2008/2009, p. 12).  Secondly, 
Stegemann (2008/2009) argues PdP “rejects the structure of dramatic situation as a basis of 
the actor’s representation” (Stegemann, 2008/2009, p. 12).  As such, PdP framework begins 
“with an emphatic relationship with itself” (Stegemann, 2008/2009, p.12).  Fensham’s more 
recent theoretical hypothesis: “Postdramatic Spectatorship” (2012) aligns with Stegemann’s 
(2008/2009) examination of “postdramatic”, finding that PdP characteristics engage the 
audience in new ways of “theatrical thinking” and places the audience in an active role of 
interpreting the participatory performance at different stages and on many levels (Stegemann, 
2008/2009, p. 21; Fensham, 2012).  While Bennett (1997) claims PdP engages audiences in 
the interpretative process, at the pre-, in and after-performance stages (discussed in Section 
2.1.2 – Audience Responsibility in detail), Stegemann (2008/2009) and Fensham (2012) both 
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hold that interpretation occurs when one (1) deciphers the stimulations induced by theatrical 
elements within the performance, (2) manages the given responsibilities of making choices 
during the performance, and (3) reflects on the cognitive and affective experiences of 
watching the performance – this seemingly ignores Bennett’s pre-performance stage.  
However, these three interpretive stages should not be considered exhaustive or limiting the 
types of interpretation PdP may invoke.   
 
2.4 Definition of Morality 
Man is only a reed, the weakest in nature, but he is a thinking reed. …if the 
universe were to crush him, man would still be nobler than his slayer, because 
he knows that he is dying and the advantage the universe has over him.  The 
universe knows nothing of this. (Pascal, trans. 1995, §200, p. 66) 
Broadly speaking, morality is defined by moral rules that dictate certain thoughts or actions; 
it requires the ability to think, with a certain level of intelligence and will (Pascal, trans. 1995, 
§360; Kant, n.d., as cited in Hughes, 2010; Oxford University Press, 2013; Gert, 2011).  This 
section aims to investigate this generalisation in depth to unfold the complexity of “morality”.  
In philosophical terminology, morality is dictated by rules, or codes of behaviour and the 
value of any given behaviour is measured by rules governing that category of enquiry (Mohr 
& Ruhl, 2011; Kant, 1788, as cited in Hughes, 2010).  For example, rules that determine 
moral values of an artwork within the artistic field, moral behaviours of a teacher within the 
field of education, or moral duties of being a mother within the field of parenting.  Moral 
rules allow us to judge the actions of others and evaluate our own.  According to Immanuel 
Kant’s “Fundamental Law of Pure Practical Reason” (1788) and “The Metaphysics of 
Morals” (1797) theses, the rules within each concept are determined by external laws 
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(“doctrine of right – ins”) and internal reasoning (“doctrine of virtue – Ethica”) (as cited in 
Mohr & Ruhl, 2011, p. 120; Crowther, 1989).  Being moral involves the ability to reason and 
act within the boundaries of external laws and personal principles.  A moral judgement is 
distinct from subjective feelings.  It involves a cognitive, rationalising process because 
morality is governed by reasons within the “Categorical Imperative” (Hughes, 2010, p. 10). 
 
According to St Augustine (n.d.), “the way in which minds are attached to bodies is beyond 
man’s understanding, and yet this is what man is” (XXI, p. 10, as cited in Pascal, trans. 1995, 
§199, p. 65).  Blaise Pascal (trans. 1995) suggests, therefore, that although man is “the 
greatest prodigy in nature”, he knows little about the mind, the body and their co-relations 
(§199, p. 65).  Yet, it is because of this lack of understanding that to “think well” is the basic 
principle of morality (Pascal, trans. 1995, §200, p. 66).  Three hundred years after Pascal’s 
contention, this mystery between the mind and body was tackled by theatre practitioner, 
Augusto Boal.  In an analysis of the methods of theatre and therapy, Boal (1995/2005) 
concluded that: “the human being … is a body” (p. 29), a living organism that basically 
consists of a brain and the senses.  Boal postulates that the brain is the core or centre of the 
body, and the body has five crucial faculties, so that it is (1) sensitive; (2) emotive; (3) 
rational; (4) “it has a sex”; and (5) “it can move” (Boal, 1995/2005, pp. 29 - 30).  These 
faculties are interconnected and enable the body to feel sensations which the brain registers 
and subsequently directs the body to react.   
 
Boal’s (1995/2005) description of the relationship between the mind and the senses within a 
body can be better understood through reference to the earlier writings of Immanuel Kant.  In 
“Fundamental Law of Pure Practical Reason” (1788) and “The Critique Of Judgement” 
(1790), Kant proposes that a human being has the capacity to be sensible and acquire 
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knowledge (as cited in Crowther, 1989 & 1993; Mohr & Ruhl, 2011).  To Kant, this self-
conscious mechanism to comprehend subjective experience and objectively categorise the 
experience is the basis of being human and, hence, moral (Kant, 1790/1973; Pascal, trans. 
1995; as cited in Crowther, 1993).  To Kant (1788; 1790), at the crux of being human is the 
ability to objectively judge between the good and the bad based on the rules within the 
empirical categories of enquiry.  Thereby, the framework of morality incorporates knowledge 
and concepts of various disciplines (social, science, politics, religion, law and culture) and 
“present mode of inherence in the world” (Crowther, 1993, p. 197; Gert, 2011).  So, although 
disciplinary concepts are constantly evolving with new discoveries that expand depositories 
of facts and establish new beliefs, technologies, disciplines, social structures, economical 
structures, culture and methodologies (Repko, 2008), morality is dependent on the founded 
knowledge, society, culture and politics which changes somewhat more slowly over time 
(Crowther, 1993; Gert, 2011).   
 
By referencing to Kant’s (1788) “Critique of Practical Reason”, it is understood that 
“morality rests on the capacity for free self-determination in abstraction from any 
considerations other than the exercise of reason, a capacity that is, ultimately, moral” 
(Hughes, 2010, p. 10), such that “while the moral law is binding on us absolutely, it is in no 
sense alien and external to us; rather it is legislated by our supersensible rational being and is 
testimony to our ultimate vocation – namely to engage in free responsible action, irreducible 
to the workings of purely natural causality” (Crowther, 1989, p. 20).  This means man, “as a 
wholly rational being”, acts based on freewill and would not constantly behave in accordance 
to the specifics asserted by external categorical imperatives but “in an imperfectly rational 
way” which is free and self-determined despite those imperatives (Crowther, 1989, p. 19; 
Hughes, 2010).   
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With reference to the reviewed literatures, it is evident that the definition of morality is fluid 
and remains to be debated among various scholars across various disciplines.  This review 
also identifies three fundamental principles surrounding the theorisation of morality: 
1. Morality concerns and defines  a person as a human being or a “thinking member” 
(Pascal, trans. 1995, 360, p. 107).  In doing so, it separates humankind from other 
categorical living organisms, such as animals or plants. 
 
2. Humanness can only be examined according to the faculties of an individual to define 
the human being as a whole.  Theorisation of morality either reviews each faculty in 
isolation or the connection between faculties, presuming that the faculties influence 
each other.  The two key faculties of human are the mind and sensory receptors.  The 
human mind manages cognitive faculties such as knowledge, memories, imagination, 
and thinking; while the sensory receptors deal with physical and emotional responses.  
There is also a direct interrelationship between the mind and body sensation.  On one 
hand, the mind registers and deciphers information from the sensory receptors.  On 
the other hand, the sensory receptors influence the mind’s systematic faculties and can 
alter the mind’s ability to decipher the information it receives from the sensory 
receptors. 
 
3. Morality is referred to as various things, with different sets of expectations, in 
accordance to the application of the individual, group, society, religion, or field of 
study, etc.  These cultural contexts must, therefore, inevitably direct and inform any 
examination of morality in the field of performance.  
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2.5 Performance as a Moral Agent 
2.5.1 Performance Stimulates Moral Engagement 
The human sensory apparatus does not easily tolerate disconnectedness.  
When deprived of connections, it seeks out its own, becomes ‘active’, its 
imagination going ‘wild’ – and what then ‘occurs to it’ are similarities, 
correlations and correspondences, however far-fetched these may be. 
(Lehmann, 1999/2006, p. 84). 
This section assesses moral engagement in perceiving, experiencing and appreciating art, and 
especially performance. 
 
Visual art expresses and inculcates the finest virtues of humanity in every human because the 
characteristics of human life inspires the creation of art (Burgin, 1986, as cited in Rose, 
2001/2003) and therefore, the application of interpretative skills to review an artwork is an 
artistic activity, which only human beings can achieve.  Victor Burgin (1986) considered the 
expression and appreciation of visual art to only be successful within the field of visual art; 
such that, other interpretive apparatuses, such as social or political structures that influence us 
should not be taken into account during this process (as cited in Rose, 2001/2003).  While 
Burgin (1986) asserts visual art can help one to be humane, his theory lacks any real 
consideration of the inevitable prior knowledge and experiences that lie beyond the realm of 
art which might exert their influence on the human mind observing the artwork. Burgin posits 
that art has universal appeal and it is because of this appeal art can serve as a moral agent (as 
cited in Rose, 2001/2003). It is likely that Burgin’s perspective arises from the idea that the 
universal appeal of art is largely based on a philosophical accepted notion of aesthetics – 
which can be loosely defined as a set of principles concerned with the nature and appreciation 
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of beauty (Kant, 1790/1952).  Therefore the aesthetic acceptance of the artwork offers a 
vehicle to influence morality in the viewer.   
 
There is a long history of dissertations regarding the relationship between aesthetics and 
morality.  A comprehensive overview of philosophical discussions regarding aesthetics, and 
its relationship with morality, from Aristotelian perspectives to contemporary philosophers, is 
offered by Jeffery Dean (2002), highlighting Aristotle’s assertion that art stimulates moral 
engagement through imagination, feeling, and understanding.  Although Aristotle’s belief in 
the inherent bond between aesthetics and morality continues to be discussed in depth among 
philosophers (e.g. “Wayne Booth, Noël Carroll, Gregory Currie, Richard Eldridge, Susan 
Feagin, Peter Lamarque, Peter McCormick, Iris Murdoch, Martha Nussbaum, Frank Palmer, 
John Passmore, and Hilary Putnam” (as cited in Dean, 2002, para. 5)), the contemporary 
stance regarding art and morality considers that the narrative arts, such as poetry, literature, 
drama and film, do not “tell” but present “morally relevant features of the world, illuminating 
the importance of feeling, reflection and the perception of particulars in the moral evaluation 
of character and situation (esp. Murdoch, Nussbaum, Palmer, and Passmore)” (Dean, 2002, 
para. 5).  Such presentation structures enable the narrative arts to modify moral concepts and 
refine the imaginative faculties necessary for making rigorous moral judgments (Dean, 2002).  
While one may argue that narrative arts consist of systematic structures which effectively 
guide the reviewer toward the intended moral engagement, it is important to consider if all 
forms of art which do not have a narrative structure would therefore lack moral engagement.  
In order to evaluate the relationship art without narrative structure might have with regard to 
morality, it is probably best to approach the discussion from the conceptual basis of the 
“sublime”, described by Kant in the eighteenth century (1790/1952). 
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Aside from an ability to judge between good and bad or right from wrong, Kant (1790/1952) 
recognises that a human being has a higher state of being, which he termed as “sublime”.  
Kant (trans. 1960) defines sublime as the “subduing of immediate impulse through principle” 
(as cited in Crowther, 1989, p. 11).  It occurs when the object of enquiry surpasses the senses, 
and the mind is unable to comprehend the object of enquiry within the framework of one’s 
understanding (Kant, 1790/1952, p. 94; Crowther, 1989 & 1993; Huang, 2012).  In the 
process of achieving a sublime state, the body reflects on, but struggles to harmonise its 
subjective qualities received through the senses and its mental capacities of understanding 
and imagination (Kant, 1790/1952; Crowther, 1989 & 1993; Huang, 2012).  In experiencing 
the sublime, the body needs to apply the principles of both subjective and objective 
judgements to form rational understanding of the object of enquiry.  The body is then 
rewarded with the pleasure of realising its innate skills as a human being (Kant, 1790/1952; 
Crowther, 1993; Huang, 2012).  
 
Art draws from our personal experience of art and cultural expectation.  In evaluating the 
significance of painting, Crowther (1993) claims “the reciprocity of the visible and the 
invisible is an essential feature of all art qua perceptual object” (Crowther, 1993, p. 206).  
The visible refers to “nexus of relations such as colours, tones, shapes, and textures” and the 
invisible is the symbolic thematic perception generated from the specific visible composition 
(Crowther, 1993, p. 202).  In order to have adequate aesthetic responses, the individual must 
cultivate the knowledge of new works and the sets of visual formation (its traditions, 
techniques, and broader implications) (Crowther, 1993).  In analysing Kant’s theorisation of 
sublimity, Crowther (1993) asserts “in the aesthetic experience of sublimity, our perceptual 
and imaginative capacities are tested by the natural phenomenon” (p. 139).  Similar to 
creativity of art, the experience of sublime is “revitalized by shifts in respect of the items 
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which occasion it, and the societal contexts in which it is experienced” (Crowther, 1993, p. 
197).  Therefore, all art forms as perceptual objects evoke moral engagement because: 
our need to recognize and articulate what we are as individuals through recognizing, 
identifying with, and learning from, the achievements of other people.  The work of 
art facilitates all aspects of this, in so far as it involves the creation of a sensible 
manifold inseparably bounded to a symbolic content.  It draws on capacities for 
synthesis such as imagination and rational comprehension which are necessary 
features of our cognitive relation to the world. (Crowther, 1993, p. 207) 
The existence of the sublime suggests that at the interface between the aesthetic (art) and 
morality (the viewer who is keeper of moral codes) there exists a clear potential for the 
expansion and manipulation of human senses and thoughts.  Even without the intention, 
performance has the potential to stimulate the audience into recognising their humanistic 
capacities, to reflect on their limitations as humans, and pose challenges to reach beyond their 
current state of being.   
 
In the context of twentieth-century art marking, Yi-Hui Huang’s (2012) discussion of “digital 
sublime” extends Kant’s original thesis to the experience of the sublime in art.  In order to do 
this, Huang (2012) referenced Jean-Franco Lyotard’s beliefs (n.d.) that the sublime in art 
occurs when an object of enquiry is “unpresentable” (in Linn, 1996, p. 97) and “confronts us 
with the limits of our ability to reduce the world to rational concepts” (p. 70).  In the field of 
contemporary performance, Sue Broadhurst’s (2000) analysis of liminal performances – 
contemporary ‘chaotic’ performances which tend to focus on the body, the technological and 
the primordial – expresses and identifies similar principles to Kant’s and Lyotard’s on the 
subject of the sublime when asserting that one is able to apply the critical human faculties 
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(senses, emotions and thoughts) effectively to interpret daily verbal communications.  
However, these faculties are challenged when one is presented with a performance that 
simultaneously presents multiple modes of language (such as visual, aural, promexics, and 
kinesics, etc.) as is common in liminal performances.  Such a performance challenges one’s 
capacity to interpret and rationalise the fragmented and multi-layered communication within 
established concepts.  Ultimately, this leads to the experience of liminality – a state of being 
consciously aware that one is accessing human interpretive apparatus in order to synthesis 
and decipher the “unpresentable” performance (Broadhurst, 2000). Whether this liminality 
has the ability to stimulate moral engagement via performance is the focus of this thesis – 
examining the levels of moral engagement of PdP and develop a framework to assess the 
levels effectively. 
 
Gary Hill (1998/1999) utilises the principle of liminality through artwork such as “Hand 
Heard/liminal objects” (1995 – 1996), which he created in collaboration with George Quasha 
and Charles Stein.  In a discussion among the three artists about this artwork, Stein 
(1998/1999) describes the active spectatorship that liminality engenders:  
there is no way that the piece can be taken in as a whole; rather the viewer devises his 
or her own itinerary through it: what you hear depends on how you approach the 
various ‘talking’ objects.  What you see depends on how you choose to operate … 
[and interact with the objects in the artwork]. (p. 364)  
In this artwork, “the liminality is in the shifts between objects as animated or real, between 
objects and brain/eye reception, and between all of this and cognition.  Even what you think 
is happening depends directly on your own acts of attention” (Stein, 1998/1999, pp. 364 – 
365).   
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Hill’s video installation, “War Zone” (1980), also exhibits this notion of liminality. Hill 
(1998/1999) explains that “War Zone” (1980) is not designed to tell a plot or character but 
rather aims to have the process of perceiving the artwork as “the content/information of the 
work” (p. 366).  It “comes with knowledge slowly discovered as one participates in it, so that 
the work can contribute to one’s questions both about it and about the world at large” (Hill, 
1998/1999, p. 365) and hence, the work stimulates  the viewers’ cognitive and affective 
apparatuses to interpret their own experiences in ‘interacting’ with the work.  “It is rather a 
spontaneous response of the individual who picks up on a specific set of possible 
combinations of image, speech, and rhythm at the moment” (Stein, 1998/1999, p. 365).  
Thereby, the work creates an opportunity for the viewers’ to experience the sublime through 
the higher level of moral engagement in synthesizing bits of autonomous information 
gathered from ‘conversing’ with the artwork to fully understand it. 
 
Both “Hand Heard/liminal objects” (1995 – 1996) and “War Zone” (1980) exhibit 
postdramatic characteristics.  The artists’ belief that art without narrative structure invites the 
viewer to an open interpretation of the presented work aligns with PdP.  Every element (e.g. 
light, sound, colour, and texture, etc.) and the composition of the elements (including the 
proximity between the work and audience) in the performance are to be regarded as text of 
equal weight stimuli.  Similar to “Hand Heard/liminal objects” (1995 – 1996), PdP cannot be 
received in its entirety and the lack of dramatic specificities and simultaneous presentation of 
incongruous elements subvert the human faculties (Lehmann, 1999/2006) that are commonly 
engaged for daily activities.  This in return stimulates the audience to apply and synthesise 
their imaginations, feelings and encyclopaedias (Kant, 1790/1952; Dewey, 1934; Eco, 1979; 
Crowther, 1989 & 1993; De Marinis, 1987; Dean, 2002) to make meaning of the multi-
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layered and fragmented performance elements.  Thereby, the meaning-making process of PdP 
does not stop at the end of the performance but continues to develop beyond the walls of the 
theatre auditorium.  This aesthetic experience of sublimity and liminality, require 
comprehension of the new and formation of a rational relationship between the unfamiliar 
and the familiar world, causes audiences to become conscious of their own affective and 
cognitive interpretive apparatus.  Hence, the experience of watching a PdP stimulates 
audiences to consciously engage with inculcated moral functions (feelings, imaginations, 
beliefs, understanding) while at the same time accessing the possibility of reaching closer to 
an ideal humanistic state of being (Kant, 1790/1952). 
 
2.6 Initial Investigation of Moral Functions of Postdramatic Performance 
Three key points can be identified from the above discussion: 
1. Through the influences of Postmodernism: PdPs borrow postmodern impulses in 
order to engage one in a “plurality” of reception, engagement, and interpretation. 
 
2. Poststructuralism rejects the author’s intention for creating the work and holds that it 
is in the reception of the finished work that intent can be found.  Hence, the maker of 
a work is arguably irrelevant.  The reception process is a critical area for this research 
project to examine PdPs and assess them for any moral significance. 
 
3. Morality has objective, subjective and sublime (and luminal) aspects.  All three modes 
of moral engagement enable one to interpret and make sense of the world, to self-
reflect/self-regulate personal affective and cognitive attributes and thereby enhance 
one’s future experience of the world. 
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Keeping these three points in mind, the next step is to determine whether PdPs, that is, 
contemporary performances that do not follow conventional dramatic structures, can yield 
moral engagement.  The current literature identifies the following two points that must be 
considered during such analysis: 
1. Keep in mind the audience’s responsibilities: The level of moral engagement in a 
performance is not determined solely by the conventions of the performance but the 
interaction between the work’s integrity and the capacities of audience members. 
 
2. A performance’s integrity is based on the combination of its formal qualities. 
Therefore, the emergence of moral qualities in a performance are based on the 
audience member’s unique capacities and the work’s integrity in its formal qualities.  
 
2.7 Summary of Literature Review 
This literature review facilitates the research project in achieving its objectives by defining 
the two major terms within the research question – PdP and Morality.  By acting as an initial 
assessment of the current thinking regarding the relationship between performance and 
morality, the literature review also provides a strong foundation of theoretical underpinnings 
against which a framework for analysing the moral significance of selected works of PdP can 
be developed.   
 
The discussion of PdP’s characteristics, and how they differ from traditional and 
contemporary performance characteristics, provides insight into the purpose of PdP, helping 
to elucidate appropriate criteria for selecting relevant and specific case studies.  The 
PERFORMING MORALITY: A FRAMEWORK FOR ASSESSING THE MORAL SIGNIFICANCE OF SELECTED WORKS OF 
POSTDRAMATIC PERFORMANCE  
 
   43 
contentious concept of “morality” was considered through historical, philosophical and 
performance lenses and found to be best defined by the idealised principles of thinking, 
experiencing and acting morally. This initial assessment of the relationship between 
performance and morality highlights the fundamental concepts for establishing a framework 
to identify the moral functions of PdP. 
 
2.8 The Research Question 
The concept that performance stimulates moral engagement through activating the audience’s 
imagination, feeling and thought (Jürs-Munby, 2006) is based on Aristotle’s dramatic theory.  
This theory formed the basis for Modern drama: a beginning, middle (conflict or incidents) 
and an end.  According to Aristotle’s analysis of Greek Tragedy, “tragedy is essentially an 
imitation not of persons but of action and life, of happiness and misery” (Aristotle, trans. 
2008, ch. 6, pt. II).  However, this historical traditional perspective is no longer adequate for 
the purpose of assessing the levels of moral engagement of contemporary arts and practices 
because PdP, in particular, does not adhere to the fixed rules around which traditional 
performances are prescribed.  Even though there may be elements of the traditional in the 
contemporary performance, they are no longer structured in the way they traditionally would 
be.  There is therefore the need for a new framework to assess whether PdP can still draw a 
moral reading of the action by its audience/spectators.  
 
If Crowther’s (1993) contention is still valid that all art, which includes performance, as 
perception objects evoke the viewer’s moral faculties (synthesizing cognitive comprehension 
and imagination) to self-regulate and relate with others, then PdP also has a moralising 
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dimension.  The next question is to examine the moral functions in PdP.  This forms my 
research questions: 
 
Does Postdramatic Performance have a moral function? If so, is it possible to design a 
framework for assessing the levels of moral engagement of a postdramatic 
performance?  
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Chapter 3: Research Design 
This research employs a four-phase methodology to determine and examine the research 
questions for this project.  Firstly, the research begins with identifying the area of study 
through a literature review of publications that define and analyse PdP and levels of moral 
engagement in works of art.  This leads to the formation of specific research hypotheses and 
questions required to move on to the second phase.  In the second phase, appropriate research 
strategies (e.g. interdisciplinary approach and case studies) are applied to select relevant 
empirical information for examination.  Subsequently the relevant data goes through to the 
third phase of collection.  Once collected the data is processed and analysed via an 
interdisciplinary interpretative framework.  This final stage of data analysis informs and tests 
the proposed theoretical framework designed to assess the moralising implications of PdP.  
The proposed theory will be refined against the findings from case studies and checked 
against the literature review. 
 
3.1 Methodology – Interdisciplinary Research framework 
By necessity, in order to answer the research questions raised as rigorously as possible, this 
research will be interdisciplinary and qualitative.  The research framework is positioned at the 
centre of four separate disciplines as it refers to the ontologies, epistemologies and 
methodologies of the disciplines, namely (1) Visual Art and Theatre History; (2) Visual 
Methodology; (3) Philosophical theories of aesthetic and morality; and (4) Psychological 
theories of seeing, thinking, understanding and learning.  Both the interdisciplinary research 
process and interpretive frameworks will be applied in this research because “qualitative 
research is inherently multi-method in focus” (Flick, 1998, p. 229; as cited in Denzin & 
Lincoln, 2000, p. 5).  “The combination of multiple methodological practices, empirical 
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materials, perspectives, and observers in a single study is best understood, then, as a strategy 
that adds rigor, breadth, complexity, richness, and depth to any inquiry” (Denzin & Lincoln, 
2000, p.5). 
 
3.2 Interpretive Framework 
An Interpretive framework or paradigm refers to “a basic set of beliefs that guides action” 
(Guba, 1990, p. 17; as cited in Denzin & Lincoln, 2000, p. 19).  Data analysis in this research 
project is based on an interdisciplinary method to interpret and describe the analysis.   
 
Norman Denzin and Yvonna Lincoln (2000) contend that every researcher has a set of 
ontologies, epistemologies and methodologies that shape and allow self-validation of the 
researcher’s own beliefs.  While researchers contribute to any research project through their 
views of the world, their interpretive framework ultimately guides them to draw insights from 
the data within the designated perspectives of that interpretive framework.  It is important to 
note that the design, analysis and the meaning-making processes in this research consist of 
my personal interpretation, from my knowledge and experiences as a Visual Art educator, 
Drama and Theatre Studies educator and interdisciplinary artist. 
  
This research project is based on a structured interdisciplinary framework guided and 
supported by principles of constructivism, specifically as they relate to the philosophy of 
education.  With influences from diverse fields of study, Constructivism as an epistemology 
emerged from the field of psychology, where key theorists (i.e. Jean Piaget, Lev Vygotsky, 
and John Dewey) asserted that human beings acquire knowledge through selecting, 
assimilating, synthesising, deciphering, hypothesising, and testing information via existing 
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knowledge, experiences, interaction with others, and application (White, 2011; Lowenthal & 
Muth, 2009).  Particularly in the field of education, constructivism focuses on the receiver 
and the implications strategic approaches have in assisting the receiver in learning.  As an 
educational approach, it establishes learning and teaching strategies on the fundamental basis 
that knowledge is co-constructed.  Moreover that an individual’s existing knowledge, 
experiences and learning abilities have significant involvement in the creation of new 
knowledge.   
 
As mentioned above, this interdisciplinary interpretive framework situates at the centre of a 
diamond-shape parameter set by four disciplines.  The study of visual art and theatre history 
provides the origins and development of postmodernism performance conventions.  Visual art 
methodology offers theories on the science of imaging and seeing.  Philosophical theories in 
aesthetics and morality posit theoretical perspectives on the ideal relationship between art and 
humanity.  Finally, referring to psychological theories of seeing, thinking and learning will 
inform the affective and cognitive constructs of man as they relate to the facets of reception 
and reaction.  Therefore, an interdisciplinary interpretive framework is necessary for this 
research question as it addresses knowledge and the “modes of thinking” needed to create and 
understand new knowledge required to answer the research questions (Repko, 2008, p. 21). 
 
According to Schechner (2006), Performance Studies as a discipline was developed with 
reference to “Postmodernism” and “Poststructuralism” (Schechner, 2006, p. 141).  Therefore 
it is reasonable to contend that PdP, which falls within the bounds of Performance Studies, (1) 
borrows postmodernist impulses, particularly the four common themes reviewed in Chapter 
2.2, and (2) falls in with the Performance Studies perspective that, experiencing and recalling 
situations (fictive and real) presented in a performance constitute the audience’s reception 
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and generation of meanings of the ‘open-interpretative’ aesthetic elements (Lehmann, 
1999/2006).   
 
Consequently, a good analysis of morality in PdP needs to be studied from multiple 
perspectives.  This research project focuses on two entities – “Postdramatic Performance” 
and “Morality of Aesthetic” and therefore, the research interpretative framework constitutes a 
two-pronged approach.  The first focuses on interpreting postdramatic characteristics, and the 
second brings the interpretation further in examining the relationship between postdramatic 
characteristics and levels of moral engagement. 
 
3.2.1 Interpreting Postdramatic Performance In The Selected Case Studies 
Initially, Lehmann’s (1999/2006) “Postdramatic Theatre” theoretical framework will be used 
to analyse and identify key postdramatic characteristics within each case study because it 
addresses various aspects of PdP, (1) “Postdramatic Theatrical Signs” and (2) “Aspects: Text 
– space – time – body – media” as subsets of the overall “postdramatic” framework.  This 
will provide sufficient rigor required to identify and select the appropriate case studies for 
further analysis and interpretation.  
 
“Postdramatic Theatrical Signs” consists of four key areas: “Retreat of Synthesis”; 
“Synaesthesia”; “Dream Images”; and “Performance Text” (Lehmann, 1999/2006).  The first 
three areas deal with the audience’s reception in watching a performance with postdramatic 
characteristics, which will be discussed further in the following subsection.  The last area is 
applied to identify postdramatic characteristics in performances that are appropriate to be 
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selected for case studies.  Each case study will be analysed through Lehmann’s (1999/2006) 
five “Aspects: Text – space – time – body – media” framework.   
 
“Performance text” as an independent framework reviews the connection and interweaving of 
signifying elements which contribute to the “whole situation of the performance” (Lehmann, 
1999/2006, p. 85).  The quality of PdP text causes the experience of watching a PdP to 
become “more presence than representation, more shared than communicated experience, 
more process than product, more manifestation than signification, more energetic impulse 
than information” (Lehmann, 1999/2006, p. 85).  To put it simply, borrowing Crowther’s 
(1993) and Eco’s (1981) theoretical terminologies (outlined Section 2.5.1), that all art, 
through its invisible and visible features, evokes moral engagement by demanding the 
audience make meaning of the artwork through their personal encyclopaedias, therefore the 
“Performance Text” as a framework examines the invisible, symbolic, thematic perception 
generated from the qualities of the visible compositions.  Lehmann’s (1999/2006) 
“Performance Text” method identifies eleven postdramatic “stylistic traits” (p.85): (1) 
“Parataxis / non-hierarchy”, (2) “Simultaneity”, (3) “Play with the Density of Signs”, (4) 
“Plethora”, (5) “Musicalization”, (6) “Scenography, visual dramaturgy”, (7) “Warmth and 
coldness”, (8) Physicality”, (9) “‘Concrete theatre’”, (10) “Irruption of the real”, and (11) 
“Event / situation”.  Lehmann (1999/2006) identified these eleven “stylistic traits” from the 
“palette of stylistic traits of postdramatic” performance based on his observation, and hence, 
they are not exhaustive to PdP characteristics (p. 86).  Due to the fluidity and some 
overlapping nature of these eleven stylistic traits, this research selects cases that possess these 
stylistic traits.  The rigour of the proposed framework will be examined through selecting two 
case units that do not hold the same collection of dominant stylistic traits.  The varied 
combination of dominant stylistic traits in each case unit challenges the rubric of the 
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proposed framework (the criteria for selecting the case units are further described in Chapter 
3, Section 3.3.1). 
 
3.2.2  Integrated Theory of Interpreting Morality in Postdramatic Performance 
Due to the multidisciplinary nature and fluidity in works of PdP, an integrated analytical 
framework is applied to assess the levels of moral engagement of each identified 
“postdramatic” characteristics in each case study.  The main objective of this research is to 
examine PdP for moralising factors and then propose an approach for examining all identified 
levels of moral engagement.  Subsections of Lehmann’s “Postdramatic Theatre” framework 
are amalgamated with philosophical and performance frameworks to form a multi-angled 
analytical framework to answer the research question.  
 
“Dream Images” as an approach refers to contemporary performance that recognises 
performance elements are non-hierarchical and hence demand an assimilated or “abandoned” 
interpretation as if deciphering a dream (Lehmann, 1999/2006, p. 84).  Since PdP elements as 
signifiers do not offer an audience a fixed coherent meaning, any synthesis developed 
through this reception of the signifiers will not be “organized according to prescribed models 
of dramatic coherence or comprehensive symbolic references and does not realize synthesis” 
(Lehmann, 1999/2006, p. 83).  “Retreat of synthesis” as a reception strategy, according to 
Lehmann (1999/2006), “is a matter of the freedom to react arbitrarily, or rather involuntarily 
and idiosyncratically” (p. 83).  With this in mind, PdP elements have the ability to intensify 
the synthesis of two humanistic apparatuses – (1) the senses that respond to the performance 
elements and environment as stimuli and (2) the cognitive tendency to construct an 
understanding through unifying the diversity of meanings manifested from the 
disconnectedness between the performance stimuli (Lehmann, 1999/2006).  Lehmann 
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(1999/2006) refers to this humanistic experience as a type of “synaesthesia” where 
contemporary performance “becomes an explicitly marked (1) proposition (2) for a process of 
communication (3)” (Lehmann, 1999/2006, p. 84).  While Lehmann (1999/2006) does not 
elaborate any further on the models or levels of synaesthesia – we can see how the concept of 
synaesthesia relates to Kant’s phenomenon of the “sublime”.   
 
Two key points are identified from the Literature Review through theorising an integrated 
framework to analyse the moral significance in PdP.  Firstly, audience members are 
responsible for interpreting their experiences in works of PdP; and secondly, morality is a 
distinctive human feature that separates humans from other living organisms.  As such, art, 
particularly conventional performance practice in accordance to Aristotle’s theory, engages 
audience through moralizing faculties, specifically “imaginative perception, feeling, and 
understanding” (Dean, 2002, para. 4).  Aristotle’s theory laid the groundwork for other 
philosophical frameworks (Dean, 2002) that contend human engagement with art as 
perceptual objects can be divided into three prominent valuable moralising aspects: (1) 
objective, (2) subjective, and (3) the sublime.   
 
With reference to Kant’s third critique, “Critique of the Power of Judgement” (1790/1952), 
objective apparatuses are within the mind.  These are the cognitive strategies used for 
identifying an artwork based on the use of concepts (i.e. conceptual rules, knowledge, 
understanding, and imagination) (as cited in Meredith, 1952; Pillow, 2011; Crowther, 1993).  
For example, an individual is able to identify a car among other wheeled-vehicles because the 
individual is able to match the description of the car within the concept “car”.  “Each 
empirical concept of this sort functions as a kind of rule for categorizing things; 
understanding is a matter of developing these conceptual rules, while judgement involves 
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applying them (well)” (Pillow, 2011, p. 155).  According to Kant’s “Critique of Pure 
Reason”, knowledge “involves a relationship between the mental powers of imagination and 
understanding" (as cited in Pillow, 2011, p. 159).  Imagination is governed by the rules of 
understanding.  It synthesises information gathered through the senses (i.e. the content of 
experience) and deciphers it further through one’s understanding to categorise the 
synthesized information by linking it to an empirical concept (Crowther, 1989; Pillow, 2011).  
Objective apparatuses are crucial to moral development because, according to Kant (1788 & 
1797), moral behaviour is governed by external rules and internal philosophical beliefs (as 
cited in Mohr & Ruhl, 2011, p. 120; Crowther, 1989).  Such habitual cognitive convergence 
between internal and external perspectives is also identified in Bennett’s (1997) study of the 
audience’s responsibilities within the inner and outer frames of performance.  Performance, 
in general, engages audiences by demanding that the audience members firstly, understand 
the fictional world presented on stage, based on personal knowledge and imagination 
capacities; and secondly, judge the fictional world against previously constructed perception 
and beliefs of the real or ideal world.  Evidently, this point integrates Bennett’s (1997) study 
(see Chapter 2.1) with Kant’s philosophies to further illustrate a method PdP might utilise to 
communicate a moral standpoint. 
 
Subjective apparatuses, the second moralising aspect, refers to the feelings experienced when 
an individual encounters an artwork and such feelings are reflective as they allow one to 
determine if the work is beautiful through the feeling of pleasure (Crowther, 1989; Haskins, 
1989; Pillow, 2011).  In “Judgement of Taste” and “Aesthetic Judgement” (1790) Kant 
theorises that beauty is subjective and free from conceptual rules because beauty is not about 
knowing an item or identifying the item’s properties but to have feelings in relation to the 
work of art (as cited in Haskins, 1989; Pillow, 2011).  Although, taste and beauty are 
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theorized as subjective, Kant also contends that taste and beauty within the aesthetic 
judgement are not entirely based on personal opinion.  Judgement of taste as “the basis for a 
pleasurable feeling” (Pillow, 2011, p. 158) has universal validity through an individual being 
“disinterested” (Crowther, 1989; Hughes, 2010; Pillow, 2011).  Being “disinterested” deems 
aesthetic judgement to be impersonal where one does not appreciate a work of art due to 
factors beyond the work, such as to fulfil personal needs or desires (Pillow, 2011; Crowther, 
1993).  Aesthetic judgement involves a “free play” of understanding and imagination without 
imagination being subservient to understanding (Haskins, 1989; Pillow, 2011).  Therefore, 
judgement of taste is subjective but it is a reflective judgement since it harmonises cognition 
condition between imagination and understanding (Crowther, 1989).  It is, then, arguable that 
subjective judgements, particularly, judgement of taste is a “logically distinct mode of 
experience” which is connected to morality (Crowther, 1989, p. 60).  As established in the 
first paragraph of Section 2.4: “Definition of Morality” of this thesis, moral functions (i.e. 
moral judgement or acting morally) are measured through logical conceptual rules governed 
by reasons in response to socio-politico-economic influences.  So a cognitive capability is an 
essential first step to being moral (Pascal, trans. 1995) and is also one key element that 
separates, yet intertwines, both objective and subjective apparatuses.   
 
While it is possible to gain knowledge in moral judgement, aesthetic judgement requires the 
application of the knowledge in order to understand the sensorial experience gained in 
relating to an object (Hughes, 2010).  If this premise (discussed in greater detail in Chapter 2, 
Section 2.4) is accepted that, performance signifiers serve as codes to either guide or trigger 
the audience’s personal encyclopaedias (Eco, 1979; De Marinis, 1987; Wilson, 1993/1999; 
Doan & Giles, 2005), then this further illustrates another entry point into a postdramatic work 
and its moral significance.  PdP therefore can be considered to stimulate members of the 
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audience in moral engagement through arousing the senses, which causes each individual to 
identify, categorise, synthesize, and articulate the affective experience in the performance and 
in so doing informs upon the viewer’s own moral code.  These moralising capacities are 
essential for making sense of the world, learning from one another, and self-regulating 
personal cognitive and psychological facilities (Crowther, 1993; Schellekens, 2007). 
 
The third moralising aspect of engagement with art, “the sublime”, deals with the experience 
where neither subjective nor objective judgement alone allows one to make sense of an 
artwork.  Similar to beauty, “the sublime”, defined by Kant (1790/1952), is a reflexive 
judgement which is attained at the point of pleasing.  Its main distinguishing feature from 
beauty is that the experience of the sublime can be attained in response to an object which has 
no form, “so far as it immediately involves, or else by its presence provokes, a representation 
of limitlessness, yet with a super-added thought of its totality” (Kant, 1790/1952, p. 90).  In 
experiencing sublimity, the work of art as a perceptual object (1) disrupts the established 
harmony between imagination, understanding, and subjective response but (2) gives rise to a 
feeling of pleasure as these humanistic faculties attain a new level of harmonious accord.  
Such works of art can only be judged based on formal qualities or as “‘form of finality’, that 
is, an appearance of design which is able (even though we are not explicitly conscious of the 
fact) to stimulate the co-operation of the faculties in a way that promotes the end of cognition 
generally” (Crowther, 1989, p. 59).  At this point, it is important to note that the pleasure 
attained through sublimity is “disinterested” in relation to the external elements of the 
artwork (i.e. the works origins) (Crowther, 1989).  Kant’s philosophies established that 
sublimity is a conditional and individualistic psychological process of interweaving 
subjective and objective apparatuses.  Nonetheless, it has universal validity as the judgement 
of taste can be justified by others approving of one’s judgement (Crowther, 1989).  At this 
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point, it seems sublimity, as an individualistic process based on each person’s unique 
encyclopaedias, has eliminated the plausibility of pluralism where one person’s judgement is 
never absolute and differs from that of another.  However, Kant (1790/1952) contended that: 
For the sublime, in the strict sense of the word, cannot be contained in any sensuous 
form, but rather concerns ideas of reason, which, although no adequate presentation of 
them is possible, may be excited and called into the mind by that very inadequacy 
itself which does admit of sensuous presentation. (p. 92) 
There must therefore be plurality in sublimity due to the cognitive concerns regarding the 
potential of possibilities embodied in the artwork.  If this holds true, PdP practices offer 
audiences a situational opportunity to experience sublimity.  PdP practices an active 
democratic spectatorship without imposing a plot or presenting performance elements with 
any representation that would be expected in more traditional performances.  After reviewing 
the De Marinis (1987) study, which highlighted the fact that ‘open’ performance, a key 
characteristic of postdramatic practices, requires audience members to rely on individual 
innate encyclopaedias to fill the “gaps” of the performance.  Basically, performances with 
incongruous dream-like performance elements, simultaneously awaken audience’s 
consciousness to recognise their own presence in the community at the auditorium and they 
stimulate their natural rational-oriented instincts to imagine and construct potential meanings 
of the performance. 
 
3.3 Research Strategy 
In view of the demands of this research project, this research design has adapted and applied 
relevant strategies to ensure rigour in the process of data collection, analysis and 
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interpretation within each stage of the investigation.  This qualitative research consists of the 
following research strategies: (1) Literature Review; (2) Interdisciplinary Concepts, Analysis 
and Interpretation; (3) Case Study, and (4) Theoretical Building Framework.  Strategy one, 
two and four have been discussed above, the following subsection focuses on deliberating 
strategy three.  
 
3.3.1 Case Study 
The case study approach was deemed the most suitable research strategy for this study 
because it served two primary purposes – (1) to examine the feasibilities of the hypothetic 
framework (that assesses the moral functions in works of PdP) synthesised and established 
through review of the literature (Chapter 2); and (2) to build and refine this hypothetic 
framework by developing its ‘accuracy’ for assessing most PdP’s moral functions. 
 
While keeping in mind each case study may require a unique research design and data 
collection strategy, the criteria for selecting case units are ultimately dependent on the area of 
focus and the demands of the research question (Yin, 2003).  In this project the demands to 
identify the case studies are postdramatic based on the criteria in Lehmann’s “Postdramatic 
Theatrical Signs” framework.   
 
The process of case selection, for testing research hypotheses, can be dealt with through the 
concept of “generalizability”, such that the “generalizability of case studies can be increased 
by the strategic selection of cases” (Flyvbjerg, 2011, p. 306).  In addressing the common 
debates about “generalizability” and “generalization” based on case study research, Yin 
(2003) recommends the implementation of a “multiple-case studies” strategy since this offers 
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more weight than a “single-case studies” strategy because the generalization of findings are 
based on more data (Yin, 2003, p. 10).  “If two or more cases are shown to support the same 
theory, replication may be claimed.  The empirical results may be considered yet more potent 
if two or more cases support the same theory but do not support an equally plausible, rival 
theory” (Yin, 2003, p. 33). 
 
The generalizability of case study selection strategies can be enhanced through the 
classification of validity based on the research purposes – exemplars of information-oriented 
selection: “maximum variation cases”, “critical cases”, and “paradigmatic case” (Flyvbjerg, 
2011).  This research project considers paradigmatic case as an appropriate case type to test 
the research hypothetic framework.  According to Bent Flyvbjerg (2011), paradigmatic case 
is a strategy that operates with one case “as a reference point and may function as a focus for 
the founding of schools of thought” (p. 308).  “Paradigmatic case transcends any sort of rule-
based criteria.  No standard exists for the paradigmatic case because it sets the standard” 
(Flyvbjerg, 2011, p. 308).  The drawback of the paradigmatic case is that the researcher is 
required to design a structured case study framework and is accountable for any justification 
required by other practitioners and communities in the field that the designed criteria are 
legitimate (Flyvbjerg, 2011).  Due to this limitation, other strategies will be applied 
simultaneously in order to increase the rigor of this research.   
 
In adopting “multiple-case study” strategy for this research project, two cases are selected for 
examination in this research.  The decision to select two cases ensures comparison between 
representative samples and is possible within the available research period.  The cases were 
selected based on the commonalties and differences, but both cases are examined in detail 
case by case because each case represents an indicative feature of the field of PdP study.  
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Hence, each case selected in this research is a significant representation, substantial enough 
to warrant investigation against the research hypotheses and to establish a theoretical 
framework that assesses the moralising implications in works of PdP.   
 
A primary criterion of all sampling units is that each case must consist of the key stylistic 
characters of PdP and is best comprehended through postdramatic theoretical strategies.  The 
primary difference between the two cases is the unique theatrical ‘style’ of thematic 
presentation – specifically, the combination of the stylistic traits identified in Lehmann’s 
(1999/2006) “Performance Text” method.  The fluidity of structuring signifying elements 
presents numerous yet distinctive performance situations.  For example, two separate 
performances can present similar stylistic traits of signifying elements or formation of 
stylistic traits but the performance atmosphere generated or the modes of stimulation they 
offer may differ.  There are two essential contributing factors to this.  Firstly, the fundamental 
theatrical concept or artistic theme (which is the driving force of the performance and a pre-
performance pivotal point for all audience members to reference in deciphering individual 
experiences in the performance) alters the audience’s expectations and perception, and 
ultimately, affects their experiences and appreciation of watching the performance.  Arguably, 
even if two performances present a similar theme via similar stylistic traits, the choice of the 
signifying elements may differ.  Hence, while works of PdP generally share certain 
prominent characteristics, all PdP practices are fluid in a postmodernic sense and, “cannot be 
wholly apprehended by ticking off a checklist of features” (Barnett, 2005, p. 140).  Each 
postdramatic work offers a distinctive performance situation which leads to varied levels of 
moral engagement with the audience.  On this note, the performance works in this research 
were selected because they provided video recorded, retrievable PdPs.  Each individual 
postdramatic stylistic trait identified in each case study serves as a representative sample of 
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other performances with the same characteristic traits.  Based on the sampling criteria, all 
case units are aligned on aesthetic analysis, specifically the audience’s reception process 
while watching the performance.  
 
Reference to a well-established theory, with identifiable sets of knowledge and perspectives 
for assessing empirical data, can increase the rigor of theory-building possible in case-study 
research (Yin, 2003). After careful examination of the available literature (Chapter 2), 
constructivism was selected as the most appropriate reference theory for this research because 
it uses a postmodern, learner-centred approach to knowledge building, where the stimuli in a 
performance acts as the source of information (stimuli) and the audience can be considered 
the learners who build knowledge in response to environmental stimuli through comparisons 
with prior knowledge, beliefs and schema using mental and physical faculties. 
  
In summary, the case study is part of this research design and is implemented as an 
exploratory approach for both hypotheses-testing and theory-building.  As a research method, 
the case studies test the theoretical proposition that PdP presents levels of moral engagement 
where the director’s intentions are irrelevant because the phenomenon of meaning-making 
occurs at the reception process interface between the performance and the audience.  The 
case study method selected will also be used for theory-building through reference against the 
constructivist theoretical ideology of learner-centred knowledge building.  The careful 
analysis of each case scaffolds the overarching purpose of this research, building a theoretical 
framework to approach, evaluate and conclude whether the techniques/performance traits of 
PdPs are able to engender moral functions by the audience.   
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Chapter 4: Introduction to the Case Studies 
 
The aesthetic cannot be understood through a determination of content (beauty, 
truth, sentiments, anthropomorphizing mirroring, etc.) but solely – as the 
theatre of the real shows – by ‘treading the borderline’, by permanently 
switching, not between form and content, but between ‘real’ contiguity 
(connection with realty) and ‘staged’ construct. (Lehmann, 1999/2006, p. 103) 
 
This chapter begins with the background information on the origins of all collected data 
relating to the performance and followed by observations of each performance within the 
postdramatic “Performance Text” framework to identify the postdramatic characteristics in 
each work.  Two separate works of PdP are selected, for deeper case study analysis, from 
within the commercially retrievable collections of recorded PdPs.  These performances 
demonstrate artistically different training, approaches, and practices.  This chapter first 
introduces Fabre’s De Macht Der Theaterlijke Dwaasheden (The Power of Theatre Madness) 
(1984) followed by Castellucci’s Inferno (2008).   
 
It is important to bear in mind that is each postdramatic stylistic characteristic cannot be seen 
on its own without indirectly or directly considering another stylistic trait (Lehmann, 
1999/2006).  For this purpose, in classifying each case as postdramatic practice, the explicit 
dominant postdramatic styles of each case will be identified and described using details 
which will unavoidably address other less prominent traits. 
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4.1 The Performances 
4.1.1 De Macht Der Theaterlijke Dwaasheden (The Power of Theatrical Madness) (1984) 
by Jan Fabre 
4.1.1.1 Background Information on This Performance and Collected Data 
Fabre’s The Power of Theatrical Madness (1984) was commissioned by Venice Biennale 
(Wehle, 2009) and premiered on 11
th
 June 1984 at the Goldoni Theatre (Venice) (De 
Brabandere, 1998).  As the name of this performance suggests, The Power of Theatrical 
Madness (1984) is a thematic performance about aspects of theatre that present Richard 
Hornby’s (1986) contention: “a play does not reflect life; instead it reflects itself” (p. 17).  
The elements and practices presented in this performance integrate heterogeneous disciplines 
such as dance, performance art, visual art, theatre, and opera (De Brabandere, 1998; Van Den 
Dries, 2001).  This performance is commonly recognised for its intertextuality of 
performance elements between live animals, sequences of repetitive actions, projected images, 
sections of musical pieces, and plain props, set and lighting (De Brabandere, 1998; Van den 
Dries, 2009; Wehle, 2009).  All these ‘texts’ are juxtaposed with slow movement or frozen 
gestures as tableaux, low luminous lighting, or presentation of only one stimulus on stage to 
punctuate between scenes.    
  
Fabre’s multilingual performance is analysed through a DVD recording of the performance 
recorded in January 1985 at Monty (Antwerp) by “Projekt 3” (Antwerp) (Fabre, 2009).  The 
duration of this recorded performance is four-hours-and-fifteen-minutes.  Due to the quality 
of 1980s audio-visual records, the DVD offers subtitles which aid the viewer – the English 
subtitles were referred to for deciphering the low quality sound recording during analysis.  
The DVD is also supplemented by a script written mainly in English.  This script is dated 
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2009 and represents Fabre’s latest edition of The Power of Theatrical Madness (Fabre, 2009).  
According to the script, this play is written in sixteen scenes for five female and ten male 
performers (one being an opera-singer).  Similarly, this DVD can be viewed in sixteen 
chapters that correspond to the scenes in the script.  It is important to emphasise that this 
performance is strictly analysed from the DVD creating a fair analysis across both cases 
studied. 
 
4.1.1.2 Evidence of Postdramatic Stylistic Traits 
Using the theoretical framework devised by Lehmann (2006) (see Chapter 3, Section 3.2.1), 
the postdramatic stylistic traits evident within Fabre’s The Power of Theatrical Madness 
(1984) are: (1) “Parataxis/non-hierarchy”, (2) “simultaneity”, (4) “plethora”, (9) “‘concrete 
theatre’” and (10) “irruption of the real”. These prominent postdramatic traits flow freely 
throughout the performance such that the elements presented in this performance are “purely 
formal observation; the gaze finds no occasion to detect a depth of symbolic significance 
beyond the given, but instead – either with pleasure or boredom – remains stuck within the 
activity of seeing the ‘surface’ itself” (Lehmann, 1999/2006, pp. 98 – 99).   
 
Against established conventions, that subscribe certain elements as a dominant sign to convey 
meanings, all signifying elements in PdP have equal value and importance.  Each element 
simultaneously stimulates different sections of the audience’s encyclopaedias to incite a 
synaesthetic perception.  Fabre’s The Power of Theatrical Madness (1984) presents and 
interweaves various existing artistic practices, elements and works borrowed from diverse 
disciplines ranging from opera (i.e. Richard Wagner’s The Ring of the Nibelung, Othmar 
Schoeck’s Penthesilea, and Richard Strauss’s opera, Elektra, etc.), dance (i.e. clog dance 
steps and classical ballet positions), projection of enlarged exiting paintings (i.e. Le Nain's 
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Allegory of Victory, Jean-Honoré Fragonard’s The Bolt and The Big Odalisque (1814) by 
Grande Ingres, etc.), use of live animals (i.e. live frogs leaping around the stage that 
resembles Brother Grimm’s tale “The Frog Prince” (De Brabandere, 1998)), reminiscences 
of fairy-tale (i.e. a naked man wearing a crown and holding a sceptre that resembles 
Anderson’s “The Emperor’s New Clothes” (Van Den Dries, 2001)), to theatre practices (i.e. 
exhausting performers through Grotowski’s endurance exercise (Lehmann, 1999/2006) or 
Artaud’s theorisation of cruelty (Van Den Dries, 2010)).  All performance elements are 
autonomous and each contribute equally to this performance which stimulates a “family of 
meaning” (Wittgenstein, 2009, § 77, p. 41e).  This performance would not stimulate the same 
collection of meanings if one element is taken out of the performance.  For example, at scene 
nine, Fabre combines and overlays several style traits, such as simultaneity, play with density 
of signs, plethora, physicality and ‘concrete theatre’ to create for the audience a family of 
meanings. In scene nine, a female performer and a male performer sit closely on the stage 
facing each other under a dimly lighted light bulb.  In these positions, the female sings 
Georges Bizet’s opera Carmen as both performers exchange slaps on the face.  This process 
is done repeatedly where the volume of the singing is synchronised with the weight and pace 
of the slaps, as well as the brightness of the light bulb.  The intensity of interaction between 
the performance and the audience increases as the singing progresses from barely audible to 
very loud, the slapping escalates from tapping to heavy “punches” on the face, and the area 
illuminated by the light bulb expands from dim and focused to bright and stretching outwards 
to fill the entire stage space.  Underpinning these events of change is the role of the 
performers repeatedly executing a consistent rhythmic sequence of movements.  These 
movements eventually come to an end as another performer steps out of line (in another part 
of the stage) and shouts “dance!”, followed by executing classical ballet positions as the rest 
of the performers step offstage.  The incongruous sections and sequence of multidiscipline 
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actions between upstage and downstage do not impose a fixed meaning to the audience.  Each 
action is concurrently pointing at different directions of meaning and the audience is 
provoked to contemplate the “open-ness” of this perceptual presence with an open-mind and 
patience to find cues to associate and synthesise ideas for new knowledge and understanding.  
Fabre’s work requires “purely formal observation” as this work evidently presents principles 
of “simplicity and non-hierarchical sequencing, symmetry and parallelism” (Lehmann, 
1999/2006, p. 98). 
 
Without a local centric hierarchical arrangement of performance elements to convey a ‘closed’ 
definite message, The Power of Theatrical Madness (1984) does not have a plot.  Moreover, 
this performance does not follow a narrative-plot-structure or a dramatic structure (linearity, 
dramatic unities, place and time of cause-and-effect plotting, etc.).  In contrast to Aristotle’s 
six-formative-elements of systematic structure prescribed for Greek Tragedy (Aristotle & 
Sachs, 2011), Fabre’s performance exhibits a postdramatic “plethora” style.  “Plethora” as a 
postdramatic trait refers to the arrangement of multitudes of images that are not concerned 
with conventional dramatic practices such as synoptic unity, readability (Lehman, 1999/2006) 
and preach-ability.  This performance of Fabre’s work is a compilation of unconnected 
sequences of actions, chaotic arrangement of actions within scenes, and disorientation in 
connecting the meanings from one action to another and from one scene to another.  Samples 
of incoherent and contrasting sequences of events include: frogs leaping around the stage, 
two naked emperors dancing tango, runners without an indication of their journey (where 
they came from, where they are and where they are destined), a performer’s slow and 
suspended classical ballet movements in a white collar shirt and black suit pants, disco-
inspired dancers in reflective silver jacket and trousers being restrained from dancing, and a 
parrot on a stand taking centre-stage at the end of the performance.  Overabundance of 
PERFORMING MORALITY: A FRAMEWORK FOR ASSESSING THE MORAL SIGNIFICANCE OF SELECTED WORKS OF 
POSTDRAMATIC PERFORMANCE  
 
   65 
disconnected scenes and low density of actions activate the audience’s consciousness to be 
patient in receiving the unpredictable arrangement of events and be imaginative in 
understanding the significance of the scenic montage.  The lack of immediate reference 
points to interpret the aesthetic objects, in relation to reality, forces the audience into a mode 
of personal recognition.  They find they must take responsibility to make a choice between 
withdrawing or accepting this thread: an experiencing, a perception of non-symbolic 
nothingness.  For example, the dance movements in this performance represent nothing other 
than body movements and the act of slapping a co-performer’s face is an action not driven by 
any character’s motivation (Konstantin Stanislavski’s Method).  From this, it is evident that 
the plethoric style in The Power of Theatrical Madness (1984) causes the reception process, 
at the interface between performance and audience, to hover among probable or improbable 
interpretations or comprehension (“gleichschwebende Aufmerksamkeit” (Lehmann, 
1999/2006, p. 87)).  Without the dramatic characteristics (e.g. the unities, linearity, character-
based, cause-and-effect plotting) of traditional performances, this open-performance rewards 
the audience’s affective and cognitive apparatuses with a plethora of connected and/or 
disjointed potential meanings to take home and play with (like a child leaving an aeroplane 
upon arriving at the destination but still being occupied in solving an in-flight gift puzzle).  
Therefore, the audience’s “dissatisfied craving for meaning” provokes them into a “dialectic 
of form and aggression” to experience the performance beyond a superficial level of 
seemingly meaningless actions (Lehmann, 1999/2006, p. 99).   
  
Against the term “abstract (art)”, “‘concrete theatre’” deals with perception of aesthetics (the 
immediate reception of performance element presence and arrangement of the elements) 
(Lehmann, 1999/2006, p. 98).  The word “Concrete” in postdramatic borrows from formal 
analytic methods in visual art, which fundamentally analyse a painting according to its 
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colours, shapes, lines, textures, size, scale, axis and medium, thereby, the perceivable 
elements in PdP are the concreteness of the performance.  In postdramatic context, the ideal 
performance signs would minimally offer certain referable or relatable contents which they 
can at least be assimilated or on a higher level of perception, synthesized through complex 
associations (Lehmann, 1999/2006).  According to Lehmann (1999/2006), Fabre’s work is a 
postdramatic exemplary of a high level of consciousness in spectatorship.  The Power of 
Theatrical Madness (1984) makes no attempt to frame a fictional world (in a traditional sense) 
but presents a diverse range of environmental contexts in response to which the audience will 
draw meanings and associations.  In this performance, the ambiguous signs and arrangement 
of scenes, which do not signify any specific location, time, character or incident, compel the 
audience to actively refer to receivable elements as concrete materials for sorting out any 
aesthetic-sensorial experience.  Reviewing the concreteness of this performance also leads to 
discussion of the postdramatic trait – “irruption of the real”, in relation to the audience’s 
simultaneous bombardment with incoherent elements. 
 
This performance treads the line between reality and the fictive, stimulating audiences into a 
“real” experience, of a self-reflexive moment, when they perceive the activity presented on 
stage as fiction (representing an imagined reality) or reality (presenting the qualities of 
actions or materials).  As the title of this performance suggests, this performance attempts to 
expose the myriad of theatrical illusions, which many traditional theatre conventions use, to 
mesmerize and tickle the audience’s senses.  In reviewing Fabre’s work, Anri De Brabandere 
(1998) describes the performance as “real bodies in real time in real actions” (p. 9).  It is a 
most apt description, extracting the essence of this performance.  The appearance of live 
frogs at centre-stage leaping out between two white plates (and this, after a three-minute long 
tableau of performers standing across upstage) arouses the audience’s curiosity to ponder if 
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these live animals are a new range of co-performers, an appropriation of “The Frog Prince” 
fable (either by Brothers Grimm or Hans Christian Anderson), or a comic relief.  Before one 
can solve the symbolic significance of the live frogs wandering around the stage, the 
audience witnesses the last moments of each live frog as they are pounded more than once 
under a performer’s feet over a piece of white cloth.  The frogs’ deaths are acknowledged 
through the respective pieces of white cloth stained in red blobs.  At this point, it is essential 
to address the point that while the ethics of animal cruelty is undoubtedly attached to this 
action, the assertion of the frogs’ life behind the scene is conflicting since one states that the 
frogs are alive: the red blobs on the white cloths are from bags of blood (Van Den Dries, 
2001), while another declares “literally: the frogs are squashed” (De Brabandere, 1998, p. 14).  
Nonetheless, thoughts about this unprovoked and ‘brutal’ action and what can/should follow 
after the ‘death’ of the frogs awakens the audience to self-regulate their affective and 
cognitive responses.  By confronting the audience with this apparent brutality, each member 
of the audience is forced to decide if this event should be perceived as fictive or real and 
decide whether it is ethically acceptable in either case. 
 
“Physicality” is another postdramatic characteristic which disrupts the theatrical illusion by 
introducing a physical reality.  At scene seven, four performers run on the spot for a 
considerable period of time (over twenty minutes) while exchanging dialogue that consists 
only of reciting famous theatre practitioners’ names, works and the year of productions.  The 
performers’ actions, the repetition and the prolonged duration, present an event that goes 
beyond ‘normal’ daily activities.  Through their gesticulations and physicality, the performers’ 
bodies, under prolonged physical stress, exhibit physical presence, visceral intensity and 
tension which attract audiences to transform their sensation gazing toward a level of sensible 
observation.  Van Den Dries (2010) refers such a performance as an instrument of pain that 
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can succinctly be described in four words: “Real pain. Real action” (p. 38).  The performers’ 
perspiration and flushed red bodies disrupt the theatrical illusion, reregulate the pace of 
observation, and awakens the audience to watch with empathy and fear as the performers are 
at the centre of conflict in terms of both mental and physical strain.  With such an irruption 
into plausible reality, audiences are engaged in an active position to make choices, 
particularly their point of view.  ‘Personal encyclopaedias’ are here critical factors through 
which audience members can relate to the physical strains of the performers.   
 
In witnessing such confronting events – frogs being killed without prior warning, the danger 
of blindfolded men ‘playing’ with a knife, and a man, conservatively dressed in a suit and tie, 
slapping a naked female’s buttocks repeatedly until the cheeks are flaming red – the audience 
experiences “indecidability” (Lehmann, 1999/2006, p. 101) with two contrasting options of 
perceiving the moment as theatrical illusion or actual reality. 
 
Therefore, Fabre’s The Power of Theatrical Madness (1984) is postdramatic on two key 
accounts.  Firstly, it features the significant postdramatic characteristics of not having a plot 
and structure of dramatic situation.  Secondly, the de-hierarchized use, arrangement and 
presentation of all performance elements arouse active spectatorship in the audience.   
 
Additionally, this performance exhibits Fabre’s version of a Gesamtkunstwerk, a “total work 
of art” or “complete or unified work of art” first defined by composer Richard Wagner 
through exhibitionist combination of projection and sound of various other artistic works 
(Van Den Dries, 2009).   
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All elements in Fabre’s performance are autonomous.  The eclectic presentation of materials, 
across various artistic disciplines, demands an impartial view of performance elements.  In its 
simultaneous presentation of elements in each scene (‘purposeless’ actions, enlarged 
projection of paintings, sections of musical pieces, fairy-tale impressions, and dialogue of 
theatre history restricted to recitation of year and names), the audience is forced to make 
choices and synthesize signs which ultimately, give the audience the responsibility to control 
their own experience in watching the performance.  Through the disoriented display of 
artworks from various genres, the audience’s desire to absorb all signifiers at once is overt 
and overwhelming, such that only the signifiers that connect with them the most are 
remembered.  Only the essence of an audience member’s experience during this performance 
is captured and is unique to each individual.  The composition of repetitive body movements, 
the exposure of theatrical illusion without being apologetic in showing the bodies’ physical 
limitations (the uncontrollable, involuntary physical reactions to the generating of internal 
heat and receiving external abuses), the arrangement of various performance elements 
(projected images, operatic music, lightings, body gestures, etc.) and visceral presence of the 
actions  (struggling to be back onstage or the body running without indicating where they are 
heading to) do not serve as a carrier of meaning but sensorial stimulation to ignite the 
audience’s memories, imagination, beliefs, emotions and other humanistic skills to form 
rational comprehension of disjointed cognitive and affective information acquired. 
 
Simultaneously, The Power of Theatrical Madness (1984) presents itself as a piece of art and 
collection of real events.  Appropriation of “The Frog Prince” fairy-tale lends weight to the 
belief that frogs can turn into handsome wealthy heroes, offering rescue from the torments of 
the real world.  However, in this performance, before the frogs could conceivably turn into 
princes, they are squashed by men in conservative suits.  Another example is the glorifying 
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moment of being on stage as the performer is disillusioned by the bodies’ perspiration and 
blood red colour.  As the audience is absorbed in this splendour and beauty of theatrical 
illusion, the members of the audience are reminded that they are in an auditorium and brought 
back to reality through the deconstruction of this theatrical masquerade (Van Den Dries, 2009; 
Van Den Dries & Crombez, 2010).   
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4.1.2 Inferno (2008) by Romeo Castellucci 
4.1.2.1 Background Information On This Performance and Collected Data 
Although, “inferno” as a title, is famously associated with Dante’s poem, The Divine Comedy, 
(Oxford Dictionaries, n.d.; Dictionary.com, 2013; Laera, 2009), the word most commonly 
refers to “a place or a state that resembles or suggests hell” (Merriam-Webster, 2013) or “a 
large fire that is dangerously out of control” (Oxford Dictionaries, n.d.).  Audiences, without 
prior knowledge of Dante’s poem, are still able to relate ‘fire’ or ‘hell’ as the dominant 
themes within Castellucci’s Inferno (2008) even before watching it.   
 
Unlike The Power of Theatrical Madness (1984), Inferno (2008) is performed in one 
language, French.  This performance is analysed using a DVD recording of Castellucci’s 
production at Cour d'honneur of the Popes Palace (France) in July 2008.  This recording is 
distributed by “Arte France Development” (2009) with subtitles in Italian and English 
available during screening of Inferno (Castellucci, 2009).  English subtitles are referred to 
during this research to ensure rigorous analysis of all contexts under examination.  Inferno is 
a one-hour-and-thirty-six minute performance which is divided, in this recording, into twelve 
chapters with the twelfth chapter featuring the performers’ curtain call and the performance’s 
credits.   
 
A unique characteristic of this performance is that the stage utilises the empty courtyard in 
Cour d'honneur of the Popes Palace (France) and uses the palace’s exterior walls as the stage 
(back and side) walls.  In embracing its unique site, this performance features many elements: 
Castellucci as Castellucci, a climber climbing on the exterior walls of the palace, lighted-
signs of inverted quotation marks and alphabets that features “ ” I N F E R N O “ ” 
backwards, toddlers encapsulated in a glass box, a grand-piano consumed by flame, a 
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collection of performers of all ages and sizes in various costumes, performers sliding across 
the damp stage on their bodies, live animals (seven German Shepherd dogs and a white 
horse), a large piece of black cloth that stretches across the entire seating area covering all the 
audience underneath it, a performer that resembles Andy Warhol and televisions smashing on 
to the stage floor after falling from the palace windows, to name a few.   
 
As previously established, the research focuses on the reception process that occurs between 
the performance and the audience, and therefore the description and analysis of this 
performance will not consider Castellucci’s intentions in creating this performance, nor 
consider the accuracy of his adaptation or level of reference to Dante’s poem as these have 
been determined, through review of the literature (Chapter 2) to have little bearing on the 
performance’s ability to convey moral significance.   
 
 
4.2.2.2 Evidence of Postdramatic Stylistic Traits 
This performance presented the following interweaving dominant postdramatic traits: (1) 
“parataxis/non-hierarchy”, (3) “play with the density of signs”, (4) “Plethora”, (9) “‘concrete 
theatre’” and (10) “irruption of the real”. 
 
Castellucci’s Inferno (2008) applies more than one performance medium, ranging from 
human bodies, live animals, stage lighting, televisions, data projector, cloths, props of various 
sizes, digitally enhanced soundscapes and sound effects, to the vast layout of the stage 
offered by the historical site.  All these signs stimulate a cascade of meanings, which 
constitute the performance as a whole and which share an equal value and non-hierarchical 
status.   
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In this performance, the sequence of actions and presentation of objects does not present a 
purposeful representation of anything other than the actions and objects themselves.  The 
traditional theatrical practice of performers depicting other characters is not evident and 
confirmed at the beginning of the performance with Castellucci declaring verbally to the 
audience that he is himself (“Je m’appelle Romeo Castellucci” (Castellucci, 2008; as cited in 
ARTE editions, 2009)).  This also signals the beginning of the performance which is followed 
by an incoherent order of eclectic events.   
 
Inferno (Castellucci, 2008) employs a ‘plethoric style’ of PdP in its arrangement of scenes 
and scenography; this disconnected order of events confronts and frustrates an audience 
conditioned to seeking a linear connection of all performance elements.  This performance 
does not follow the linear structure of time: every scene/event is autonomous where the 
actions/incidents in each scene do not offer further elaboration other than the moment of them 
happening.  For example, a colourful line of brightly dressed performers, lying on the stage 
floor, rolls towards the back of the stage, as a boy, with a basketball in his hand, walks over 
them toward the front of the stage.  The boy then stops and remains standing at front-centre 
stage until an old man walks forward to take over the boy’s position and his basketball.  This 
sequence of action continues to be re-enacted by a female, a male, then another male, a little 
girl, a female, and finally an old female performer.  The repetitive action eventually stops 
when the old woman bites the basketball while the rest of the performers rise up from the 
floor at the back of the stage.  They then stand in line and using their right foot, 
synchronously stomp the wall at the back of the stage.  The sequence of actions described 
does not represent anything other than the actions they portrayed.  A basketball is a basketball 
or an old woman biting the basketball is simply an action of her teeth pressing against the 
PERFORMING MORALITY: A FRAMEWORK FOR ASSESSING THE MORAL SIGNIFICANCE OF SELECTED WORKS OF 
POSTDRAMATIC PERFORMANCE  
 
   74 
ball’s surface.  However, inevitably the presence and qualities of these actions generate 
potential meanings in one’s mind.  The audience members’ natural cognitive and affective 
instincts to make order from disorder through rational comprehension leads each individual to 
‘play’ with the map of associations and develop plausible meanings for a logical 
understanding.  When the order of these actions is altered from one performance to the next 
this does not impose or depose the map of associations aroused from the performance 
elements.  In Laera’s (2009) review of this performance at Barbican Theatre (London) in 
April 2009, her records show that the order of the scenes/events and visual objects differs 
from the DVD recording of Inferno (Castellucci, 2008) in Paris.  Performance of Inferno 
(Castellucci, 2009) in London had additional elements such as skeleton, skull, and a large 
mirror to reflect the audience’s faces on stage, and the sequence of actions and events are re-
arranged from its prior production in 2008.  In Inferno (Castellucci, 2009), a performer, with 
grey hair and a face mask of Warhol, enters the stage in earlier scenes than in Inferno 
(Castellucci, 2008), and the order of performers alternating to stand at front-centre stage with 
a basketball has changed – except for the final action of an old woman biting the basketball.  
All but one of the performance elements in the initial performance remains – which as an 
entire mise-en-scène, still stimulates the same family of associations.  Unlike the palace 
courtyard, Barbican Theatre does not have a high sidewall for a climber to climb several 
stories upwards.  Regardless of minor differences between productions, Inferno (Castellucci, 
2009) has established its own “universal structures” (Castellucci, 2009; as cited from Laera, 
2009, p.14) to offer audiences, based on diverse personal indexes (ages, background, culture, 
beliefs, knowledge and experiences), an experience of conscious imagination and reflection 
through observation.  The performance achieves this due to the autonomous and open-ended 
structure, or ambiguity, of all the performance elements. 
 
PERFORMING MORALITY: A FRAMEWORK FOR ASSESSING THE MORAL SIGNIFICANCE OF SELECTED WORKS OF 
POSTDRAMATIC PERFORMANCE  
 
   75 
In Inferno (Castellucci, 2008), active spectatorship by the audience is further aroused using a 
low density of signifying elements (performers’ bodies, props, costume, space, music, sound 
scape, stage typography).  These elements are the concrete of the performance, the definitive 
components which audience can assert when referring to the performance, despite the 
disjointed presentation of the elements, which imparts ambiguity to the action.  As raw 
materials, these elements stimulate the audience’s imagination into exploring the myriad of 
potential meanings that could be derived from reviewing the elements.  The meaning of the 
elements as a collective whole is suspended at the point of being watched or observed, at the 
interface between the performance and the audience.  The large translucent black cloth which 
stretches above the heads of the audience, from the front row to the last row before retreating 
all the way to the back of the seating area, is not cued or signalled to represent anything.  The 
mystery of the cloth remains even after the performance itself formally concludes, and so, in 
the aspect of time, the audience’s experience of this performance does not end with the 
formal signal of the performers’ final bows.  In fact, it is actually post-curtain call that the 
audience will recap their visual memories and sensorial experiences and apply cognitive 
skills to ‘play’ with the intertextuality of this cloth in relation to all the other aesthetic 
elements.   
 
In addition to provoking the audience’s natural instincts of rational comprehension through 
the use of “low density of signs”, Castellucci (2008) also incorporates “irruption of real” as 
another PdP stylistic trait.  The resultant “indecidability” (Lehmann, 1999/2006, p. 101) in 
perception created antagonises the audience’s cognitive apparatuses to work at breakneck 
speed in order to decide the appropriate reaction before the ambiguous event in the 
performance moves on to the next scene.  In scene one, Castellucci lays motionless on the 
ground after three German Shepherd dogs were unleashed to bite him, through a black 
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protective suit, and pull his limbs in different directions.  This violent event forces the 
audience to gaze with fear and empathy for Castellucci.  This moment is further intensified 
when another four German Shepherds begin barking at stage right.  The image of a helpless 
artist and the soundscape of animalist aggression, position audience members in a situation 
where they must decide whether they should perceive this moment as real or fictive, and 
therefore decide whether they ought to act to stop the situation or maintain their distance (by 
suppressing the instinct of wanting to stop the situation). The audience must resolve the 
challenge of taking an appropriate response to the presented event.  
 
Castellucci’s Inferno (2008) is clearly an appropriate example of PdP warranting further 
analysis and interpretation as part of this research project, because it entails several key 
postdramatic features identified in Lehmann’s theoretical framework for postdramatic theory 
and in doing so does not follow the structures of dramatic situation - nor does it convey a 
fixed message.  All aesthetic elements are presented autonomously, and collectively stimulate 
the audience’s corporeal and affective experiences in watching the performance, without 
representing or presenting a specific place, time, or historical event.  However, there are two 
explicit historical figures of different periods in the performance: Castellucci and Warhol 
(Laera, 2009).  Their presence do not contravene the requirements of a PdP however, because 
Castellucci’s initial declaration that he is called Castellucci establishes his character as 
relatable and real in the audience’s mind, thereby playing with their notion of the 
performance’s fictive and real aspect.  This knowledge inevitably affects the audience’s 
affective responses (sympathy and empathy) toward Castellucci when the dogs ‘attack’.  The 
audience’s perception of the real and fictive, as well as the reception of time-space-action is 
further challenged by the appearance of the late Warhol against the Castellucci of the now.  
Instead of presenting an interpretation of inferno (hell) via an economic representation of 
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typical theatrical illusions, the experiences of a myriad of imagined mental interpretations 
and perceptions regarding what an inferno might be like come through via the performed 
experiences.  Although hell is depicted in several mythologies and religious writings, it is a 
concept which the audience, in reality, is unable to find a concrete reference point to actualise, 
compare and measure prior representations of hell (for accuracy) against this performance 
and therefore Inferno (2008) is not a representation of a physical place and is instead, in 
postdramatic parlance “a work of imagination” (Castellucci, 2009; as cited in Laera, 2009, 
p.4).  For these reasons, Castellucci’s Inferno is the second case study of PdP selected for 
more detailed analysis and investigation in this research project.   
 
 
4.3 Summary 
The Power of Theatrical Madness (Fabre, 1984) and Inferno (Castellucci, 2008) have been 
identified as works of PdP based on an accepted PdP theoretical framework (Lehmann, 
1999/2006).  With reference to Lehmann’s (1999/2006) postdramatic framework and 
supported by the cases above, PdP is not boundary-less and can be identified based on shared 
principles that intertwine and flow fluidly through each PdP.  These shared principles are 
common tenets identified within the pool of contemporary performances with practices 
beyond the boundaries of conventional performance traditions.  Five dominant postdramatic 
stylistic characteristics are identified in each case unit.  While both performances consist of 
four identical postdramatic stylistic characteristics (“de-hierarchize use of sign” (the 
universal principle of PdP), “plethora”, “‘concrete theatre’”, and “irruption of the real”) and 
one variable (“simultaneity” in The Power of Theatrical Madness (Fabre, 1984) and “play 
with the density of signs” in Inferno (Castellucci, 2008)), the experience the audience has 
during and after watching each performance would not be the same because these 
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performances inspire and express different themes.  The central theme of the performance 
governs the presentation and organisation of the aesthetic elements which ultimately 
influences the audience’s reception experience.  At this point, it is important to further clarify 
that the two cases stimulate different experiences not because they have different sets of 
dominant postdramatic stylistic traits but the application of each (dominant and non-dominant) 
stylistic trait.  Since both performances comprise more of the same dominant postdramatic 
traits, it does not mean Inferno (Castellucci, 2008) uses the “simultaneity” trait the same way 
or to the same extend that The Power of Theatrical Madness (Fabre, 1984) does.  Compared 
to the latter evidencing simultaneity as a dominant trait, there are few moments where Inferno 
(Castellucci, 2008) places the audience in the sphere of choice and decision which the 
“simultaneity” trait enforces.  In Inferno (Castellucci, 2008), the two moments when (1) 
audience members’ vision of the stage is blurred by the large translucent black cloth over 
their heads and (2) the simultaneous repetitive action of slitting a co-performer’s throat with 
one’s thumb forces audience members to decide which fragment of the performance each one 
would like to engage with.  For individual audience members, the fragments each chooses to 
pay attention to become the essence of the performance for him.  “Simultaneity” is not a 
dominant trait in Inferno (Castellucci, 2008) compared to its presence in The Power of 
Theatrical Madness because this trait has interweaved with other traits that communally bring 
up this same receptive effect. 
 
In the parallels between the two selected and identified performances, both bodies of work 
present a non-hierarchical status of performance elements and give rise to the autonomous 
independence of all other elements. The aesthetic elements as performance texts have broken 
away from traditional structures, which enrol these elements as carriers of meanings.  Instead 
they transcend into raw autonomous materials in fictive-real situations that emit energetic 
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impulses and visceral presence.  Both selected PdPs are therefore excellent examples of PdP 
and warrant closer inspection and analysis in order to answer the research questions: does 
PdP have a moralising factor and if so is it possible to create a framework against which it 
can be assessed (see p. 43).  Both performances incite their audiences to be active in making 
choices and consciously self-regulating responses during and after the performance.  Such 
activate spectatorship forces audience members to be co-performers and each one actively 
responsible for his experience of the performance.  From this perspective, it is important to 
recap that both performances are PdP with sets of their dominant stylistic characteristics.  
Both performances stimulate active spectatorship differently, through their unique application 
of the postdramatic traits that engender audience interaction.  This highlights the point that 
the two selected cases are ideal for assessing the proposed framework in examining the 
audience’s moralising experience in a work of PdP. 
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Chapter 5: Case Study Analysis 
5.1  Performance Analyses 
Now that two suitable performances have been selected using Lehmann’s (1999/2006) 
theoretical framework for PdPs, the research question can now be addressed and the 
performances analysed for moral significance using a proposed framework. There are two 
key areas to be addressed when answering the research question posed: “Does postdramatic 
performance have a moral function?” (Chapter 2, Section 2.8, p. 43) – firstly, identify the 
presence of moral function in PdP; and secondly, propose the appropriate framework to 
examine the significance of the identified moral function.  In order to answer these two key 
areas of the research questions, a two-pronged integrated theoretical framework research 
methodology was developed.  The first prong requires some framework for interpreting PdP 
and the second requires development of an integrated theoretical framework that has the 
capacity to identify and review morality in PdP.  How the integrated framework was designed 
was explained in detail in Chapter 3, Section 3.2.2. The proposed preliminary framework was 
examined for its viability in identifying and reviewing moral functions in postdramatic works. 
This was applied to the analysis of the selected PdP cases.   
  
Both selected cases were examined for the presence of moral significance of PdP by 
reviewing them for the presence and use of five identified performance aspects, namely, text; 
media; space; time; and body.  Given that contemporary performance practices do not have to 
consist of all five of these aspects, this analysis will review these elements in accordance to 
those elements identified in each performance.  Aspects identified in each case performance, 
are then analysed further for moral functions, with reference to the definition of morality 
determined through intensive research of the literature (Section 2.4).  Due to the limited word 
count of this research project, only prominent scenes are analysed for moral functions. 
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5.1.1 Performance Analysis of The Power of Theatrical Madness (Fabre, 1984) 
Throughout this performance, a wide variety of experimentation with pathos, and the 
techniques used to communicate and appeal to the emotions of the audience, is evident.  
Aspects of text, media, time, space, and body, are applied and experimented with which 
arouse within the audience the requirement to apply various receptive apparatuses and 
methods in order to perceive and interpret the performance.   
  
Text and Media: 
In postdramatic practice, text challenges “linguistic re-presentation of facts” (Lehmann, 
1999/2006, p.146); while media offers the performance a “mental extension of the stage” 
(Lehmann, 1999/2006, p. 168).  This means that the ‘text’ refers to all elements that stimulate 
the audience to formulate (potential and new) meanings in the performance.  Whereas Media 
are co-present with other performance components such as the live performers, “functioning 
in general as the technically mediated self-referentiality” of the performance (Lehmann, 
1996/2006, p. 168).  Sound, lighting, and projection of quoted names, idioms, and images are 
samples of both texts and media in aesthetic forms in this performance because they do not 
serve as a narrative dramaturgy to give rise to the overall coherence of the performance.  The 
illusion of image presence and live presence in this performance hold comparably equal 
status.  For example at the end of scene one, a female performer stands at downstage-right, 
opens her shirt, shows her right breast and cups the lower part of this breast with the fingers 
of her left hand.  At the same time, the painting of Allegory of Victory (1635) by Le Nain 
Brothers – showing a female figure in the same pose – is featured on the white projector 
screen situated upstage.  This dual repetitive pose in both technically mediated and the live 
platforms juxtapose, yet also complement the significance or presence of this stance.  The 
PERFORMING MORALITY: A FRAMEWORK FOR ASSESSING THE MORAL SIGNIFICANCE OF SELECTED WORKS OF 
POSTDRAMATIC PERFORMANCE  
 
   82 
presence of the female figure in the mediated painting is no less inferior than the live 
performer and vice versa.  Both elements as performance texts hold equal value and are parts 
of the larger scenic image collage in the performance.  The significance of this posture is not 
explicitly communicated and remains open for the audience’s interpretation. Nonetheless, it 
successfully captures the audience’s attention in observing this uncommonly seen pose in 
duplicate, and requires them to envision this stylistic stance with reference to possible 
relatable contexts.  The projected painting remains autonomous from other performance texts 
and its open representation asks the audience to apply their mental and sensorial apparatuses 
(i.e. identification, synthesis, rational comprehension, patience, and imagination) to freely 
interpret and generate potential meanings.   
 
While not acting as narrative dramaturgy to frame or fill in the gaps in the performance, the 
use of media is systematically calculated. For example, in arrangement of the luminous 
intensity of each light bulb, in the performers’ stage placement in relation to the set 
architecture, in the quality of body percussions, the use of props and appearance of live 
animals – all are components of the scenic montage, serving like sections in a painting or 
musical notes in a rhythmic unit that capture the audience’s attention for varying lengths of 
time.  Decorative props (crowds, sceptre, ‘blood-stained’ napkins, plates, and cigarettes) and 
functional props (stools, brooms, dustpans, and a big dustbin) are not apologetic of their 
appearance on stage but are integrated either as an extension of the performer’s body or as 
performers in their own right. 
 
Vocal speeches constitute as both ‘text’ and media in this performance because they are 
beyond a text-oriented dramaturgy that impose a specific meaning.  Tone, rhythm, pace, and 
volume of the sound projected from the performers’ bodies are more directed to the audience 
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than the content of the text.  With reference to the principle of “speech act as action” 
(Lehmann, 1996/2006, p. 147), the vernacular in this performance is not focused on 
appropriate accent, correct pronunciation, and audibility but is received as visceral presence.  
This is most evident in scene seven where five performers in-line run on the spot.  While 
keeping up with each other’s running speed, they begin to engage in a dialogue of merely 
questions and answers by reciting renowned theatre practitioners’ names, production titles 
and years through their top half-naked bodies (except for the one female performer who 
wears a black underwired bra).  Their dialogues mark the separation and conflict between 
their voices and their strained physical bodies.  As the performer’s physical bodies are forced 
to complete this strenuous endurance exercise, the qualities of their vernacular punch through 
the performance space as if the sounds do not belong to the performers, such that the 
performers’ voices seem foreign and autonomous to the performers.  Sounds of the dialogue, 
heavy breathing and feet stamping on the stage ground become co-performers with the 
performers, adding another layer to the rhythm of the performance.  In this scene, audiences 
are bombarded by the conflicting and disjointed rhythms of the performers’ bodies, 
independent sounds of speech, panting and shoe stamping against the ground.   
 
The “Aesthetics of Fright”, as defined by Lehman (1999/2006, p. 142) is found in this 
performance through the contrasting of various media.  Lehmann (1999/2006) asserts that the 
“fright” in PdP refers to the performance’s ‘aesthetic time’ and the audience’s ‘aesthetic 
experience’ of being confronted with the absence of cohesion that shifts the audience from a 
passive to an active role.  When confronted by assorted media, presented at once, the 
audience’s passive reception mode will be ruptured. The shift in performance perception goes 
through four stages as the audience are provoked into active spectatorship.  At first, they 
recognise that disruption is occurring, then they retroactively remember and progress to 
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contemplating the disruption and finally they will reflect upon its effect.  The postdramatic, 
active spectator experience is prevalent throughout this performance, and easily identifiable 
in at least three instances: (1) recitation of Richard Wagner’s Der Ring des Nibelungen (The 
Ring of the Nibelung) (1876); (2) a female performer prevented from entering onto the stage 
even after a long and forceful struggle against a male performer on the stage level; and (3) the 
juxtaposition of illusions between singing a soothing tune from Carmen (Bizet’s opera) 
versus the aggressive movements of two performers slapping each other’s cheeks.   
 
The experience of “Aesthetics of Fright” (Lehmann, 1996/2006) in the first two sequences 
mentioned above, Wagner and female performer, also relate to a radical illusion of traditional 
conventional theatre (Van Den Dries & Crombez, 2010).  When Wagner’s compositions are 
being played, those members of the audience with prior knowledge of Wagner would be able 
to recall information about this composer and associate that knowledge in relation to other 
performance elements presented on stage.  Wagner’s songs (i.e. selected piece from “Twilight 
of the Gods” played in scene three and “Tristan and Isolde” in scene five) in this performance 
serve as a stimulus for the cognitive functions of recollection and association.  However, with 
a lack of reference to reality, the rational montage of the songs with other performance 
elements causes one to hold back in making immediate judgement.  The audience member’s 
cognitive frustration because deprived of logical presentation affects the individual’s 
affective functions so that they are not at ease.  Pleasure from watching this performance can 
only be attained by balancing one’s imagination of the stimulus’ probable meanings and 
one’s knowledge in associating the performance’s concreteness and one’s reality.  Even 
without prior knowledge about Wagner, the audience will still experience “aesthetics of fright” 
because the gap in knowledge exposes the distortion of apprehensible cohesion among all the 
performance elements of the scenic montage.  It is the lack of rational comprehension which 
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irritates the balance between the senses and cognition. Aggravating internal frustrations 
provoke the audience to refer to their affective reactions and structure these responses 
through available cognitive faculties (recognition, association, synthesis, and imagination) to 
make some or new meanings of the scene.  As such, the audience voluntarily participate as a 
‘silent’ co-performer in contributing to the performance through forming meanings as a 
conscious response to the performance. 
 
Practicing the principles of “self-referentiality” and emancipation in aesthetic elements are 
further denoted in the lengthy, trying, and painful scene two which features a female 
performer struggling to gain admittance to the stage (Van Den Dries & Crombez, 2010).  The 
male performer on stage is the barrier between her and the stage.  The only way she is 
granted a smooth access to the stage is by answering the riddle posted “Eighteen seventy-six?” 
which the male performer is fixated with and asks her repeatedly.  After a prolonged period 
(more than half an hour) of wresting and being thrown down off the stage into the auditorium 
numerous times, the female performer finally ceases her efforts and recites “The Ring of the 
Nibelung, Richard Wagner, Festspielhaus, Bayreuth” twice.  She then receives a helping hand 
from the male performer to climb up and re-enter the stage area (Van Den Dries & Crombez, 
2010; Fabre, 2009).  Gazing at the struggles between the two performers, audience members 
are again situated to apply their sensible and sensual faculties to ‘play’, interpret and form 
rational inference of the openness in this scene.  The actions in this scene confront and 
challenge the radicalism in theatricality, ultimately shifting spectators away from the passive 
spectatorship encouraged in conventional theatre and requires them to be conscious and 
active participants in the performance by forcing them to decide on the appropriate responses 
to what they are witnessing – two live performers undergoing torturous physical and mental 
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strain – performance that could potentially lie in either of the two domains of fictive and real 
actions.   
  
The third example of experiencing “aesthetics of fright” refers to scene nine when two 
performers (a male and a female) sit on their knees facing one another in close proximity.  
This scene (see Section 4.2.2), highlights the female’s soothing voice, singing a section from 
Carmen and this is juxtaposed by the intensity of the exchanged slaps against each other’s 
faces.  The multi-layering of two sound media offers a startling contrast between the 
repetition of a melodic musical sound verses an incremental aggressive action and this 
heightens the audience’s cognitive and sensory perception.  The physical pain felt by both 
performers becomes a compelling performance element that emits visceral presence.  
Spectators’ senses become overwhelmed by having to receive and react to two contrasting 
stimuli that are presented simultaneously.  On one hand, the senses are stimulated to be calm, 
encouraged to savour the tune of Bizet’s soothing melodic and rhythmic composition.  On the 
other hand, the spectator’s humanistic objective and subjective faculties are responding with 
empathy as they contemplate the dual-inference of fictive and real pain which both 
performers are inflicting on each other.  It is the empathy with the perception of the 
performers’ pain that captivates the spectator’s cognitive and affective attention, leading them 
to relate this pain against reality and other aspects of the performance as an entire experience.   
 
Through instilling the principles of “Aesthetics of Fright”, multiple media shift the audience 
from being passive receivers to active spectators – deciding their experiences in the 
performance stimulates their moral apparatuses to function at a heightened state.  In this, the 
moral mechanisms (e.g. logical reasoning, empathy, and imagination) do not yield for a 
sensuous confirmation, instead intensify their abilities to overcome the pain caused by the 
PERFORMING MORALITY: A FRAMEWORK FOR ASSESSING THE MORAL SIGNIFICANCE OF SELECTED WORKS OF 
POSTDRAMATIC PERFORMANCE  
 
   87 
cognitive and affective apparatuses’ sudden incapability to reach a perceptual and 
imaginative understanding of the open elements.  This then prompts the audience, as a 
thinking organism with the inherited capability to self-rationalise, to find a balance and unify 
the mental and felt signals for a logical comprehension which ultimately, experiencing the 
sublime as one eases the pain into a sense of pleasure in refining one’s moralising capacities.  
 
Time In (Repetitive) Movement: 
Time, in works of postdramatic performance, is a collection of dimensions (tempo, pace and 
duration of actions, pauses, speech, and silences, etc.) gathered from every performance 
element.  Lehmann (1999/2006) refers to this as the “aesthetic of real time signifier” (p. 156) 
where time is a shared time that does not separate from the time of the audience: 
no longer of one (reading) subject but of the shared time of many subjects 
(collectively spending time).  In this way, a physical, sensual reality of the experience 
of time is inseparably interwoven with a mental reality, namely the aesthetic 
‘concretization’ of what is indented in the performance …. (p. 153) 
 
The use of repetition as a stimulus to awaken the awareness of time is easily apparent 
throughout The Power of Theatrical Madness (Fabre, 1984).  In this, each performer is an 
“autonomy of the individual” where the “performers take on many shapes” (Van Den Dries & 
Crombez, 2010, p. 430).  By extension, Fabre’s artistic methodology echoes Antonin 
Artaud’s, “it is the same desire for wholeness, for physical and mental re-creation” (as cited 
in Van Den Dries & Crombez, 2010, p. 431).  In this performance, audiences are stimulated 
to observe the performers’ bodies at the centre of the conflict between the performers’ mental 
and physical instincts (Van Den Dries & Crombez, 2010).  The perspiration on the body, as a 
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result of executing a running motion repeatedly, disrupts the theatrical illusion which invokes 
audiences’ realisation on the reality of the performers’ actual physical strain and gazing with 
empathy for the performers.  Collectively, the performance as an event stimulates the 
audience’s objective and subjective moral apparatuses.  The sequences of various repetitive 
movements cause the audience to seep in and out of awareness.  Patience, imagination, and 
empathy are required for audience to relate with the performers’ physical strains from 
executing the series of repetitive movements and violent interaction among themselves (i.e. 
pushing a performer off the stage, slapping a co-performer’s face, pushing and pulling one 
another away from the ‘emperor’s’ attention, swinging a knife blind-folded at each other, and 
running on the spot for a period of time).  Shift in gaze transforms mere absorbing 
observation to a hovering empathetic gaze that deals with experiencing, to its minutest details, 
the aesthetics of the natural body and its imperfect, raw, or visceral state.  The conflict of 
feelings provoked by the performer’s simple action of running is presented repeatedly for a 
prolonged duration which captivates the audience’s attention and challenges their individual 
patience.  This purposeless action executed repeatedly becomes the topic of focus for both the 
objective and subjective apparatuses – from imagining a reason for this action in relation to 
the whole scenic montage, to conscientiously questioning the necessity of having the 
performers execute a run-to-nowhere for such an extended duration and eventually, feeling 
concern for the performers’ well-being of subjecting their bodies to stress.  Consequently, 
cognitive realisation causes the objective apparatuses to become more thorough at gazing as 
the mind attempts to acquire more information to reconcile the current state of confusion 
imposed by the performance.  Cognitive realisation also influences the subjective apparatus’s 
reaction from an indifferent, distanced mode of viewing to an empathic response – namely 
the desire to reach out to the performers and to ask them to stop running.  The audience’s 
emotions become stimulated to such a high level of consciousness by the shear length and 
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energy of the scene that they are likely to be on the edge of the seat, in the moment, right 
there ‘with’ the performers as their brains are attempting to anticipate what might happen 
next.  The triangulation of (1) the pace of the performers’ run against (2) the tempo of the 
performers’ breath in (3) a prolonged duration heightens audience’s reception and perception 
of the experience which also over occupies audience’s memory of recalling the preceding 
events.  To apply Lehmann’s theory, such “aesthetic of repetition” (Lehmann, 1999/2006, p. 
156) technique deals with “the significance of repeated perception” (Lehmann, 1999/2006, p. 
157) and is “used for the de-structuring and deconstructing of story, meaning and totality of 
form” (Lehmann, 1999/2006, p. 156).  Within the disconnected dream-like scene 
arrangements of all the scenes in this performance, “the aesthetics of repetition helps to 
crystallise the effects of time on bodies; it renders some actions redundant, depriving [sic] 
them of the purposefulness of intention, but reinforcing their singularity within an overall 
dramaturgy” (Fensham, 2012, para. 14).  ‘Real time: Real action’ (as this research terms it) – 
this shared reality of performance and audience collide with the dimensions of time without 
regard to the linear structure prescribed by Aristotle’s dramatic theory (i.e. a beginning, 
middle and end).  Against the closed narrative and dramatic performance practice, The Power 
of Theatrical Madness (Fabre, 1984) does not present a fixed dimension of time based on a 
specific historical event.  It does not aim to immerse the audience in an illusion of a fictive 
world but instead it elevates time as an object of aesthetic experience through explicitly 
capturing the audience’s attention, allowing them time to fixate on the small details or 
differences within the repetitive action.   
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Retrospective of Childhood Fairy-tales: 
Lehmann (1999/2006) contends that: 
Perhaps postdramatic … [performance] is going to open out onto a new theatre in 
which dramatic figurations will come together again, after drama and theatre have 
drifted apart so far.  A bridge could be the narrative forms, the simple, even trivial 
appropriation of old stories, and … the need for a return of conscious and artificial 
stylization in order to escape the Naturalist glut of images. (p. 144) 
Although some postdramatic practices may have drifted far away from narrative forms, 
postdramatic experimentation with existing fables was evident in Fabre’s performance 
practice long before Lehmann conceived postdramatic.  The aesthetic elements in this 
performance, such as live frogs and nakedness of performers stimulate the audience to recall 
the knowledge and affective memories of two separate fairy-tales, namely, Anderson’s “The 
Emperor’s New Clothes” (Van Den Dries, 2001) and Grimm’s “The Frog Prince” (De 
Brabandere, 1998).  This is not inferring that Fabre presents a ‘page to stage’ practice of 
these two fairy-tales, merely that some elements are suggestive of iconic aspects of the fairy 
tales.  In fact, this performance does not explicitly acknowledge the performance moments 
are a representation of these fictive worlds.  The claim that The Power of Theatrical Madness 
(Fabre, 1984) can be associated to these fairy-tales is solely based on critics’ observations, 
knowledge and affective memories.  It is then rational to examine the system of logic that 
interprets this performance with reference to these two units of meaning – the two fables, as 
the collective results from the critics’ investigations.  Analysing this system of logic helps to 
further uncover this performance’s influence on its spectators’ moral faculties. 
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 The Emperor’s New Clothes: 
A crown and sceptre are majestic tools designed specifically to proclaim and glorify a 
person’s status.  For one, the rare materials that made both of these items – gold casing 
embellished with shiny gemstones, speak of one’s wealth and power.  As such, they are 
commonly identified as the exclusive apparels of those at the highest level in the hierarchy of 
power, such as royalty (king or queen).  When worn by a male, in the fictive or real worlds, 
they signify him to be a king. Consequently, the spectator’s cognitive apparatuses 
(knowledge, memory, and imagination) record and categorise this co-relation (between a king 
and his attire) and thereby, naturally identifies the crown and sceptre on stage signify a king.   
 
In this performance, the ‘King’s’ status is further enhanced with another two elements.  One 
on hand, the other performers on stage are naked and each one mimics holding something 
thin and light at arm’s length (i.e. clothes) as they fight against each other to present the 
imaginary items to the performer garbed in crown and sceptre (and nothing more).  The 
nakedness of the male performer identified as the King is the fundamental sign which causes 
the viewer to associate this scene with the story of a proud and foolish cloth-less king in the 
fairy tale “The Emperor’s New Clothes”.  The recollection of this story stimulates the mind to 
rekindle affective memories and experiences associated with this story from childhood.  
These affective responses are further stimulated as the story appears, somewhat 
surrealistically, to be enacted like a dream before one’s eyes.  Spectators are immersed in 
observing the actions on stage while at the same time parts of their brain are awakened to 
question the  seemingly inexplicable appearance of one and two naked Kings (depending on 
the scene) in relation to other events in this performance. 
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 “The Frog Prince”: 
In the same way, the surrealistic arrangement of these performers appearing on stage with 
live frogs might also cause the audience to associate the scene with another fairy tale – “The 
Frog Prince”.  Drawing this line of association between frogs and men in crowns quite likely 
rekindles memories associated with The Brothers Grimm’s fable “The Frog Prince” (1812).  
In Grimm’s version of this story, the frog underwent a violent act before transforming back to 
his human form and regaining his status as a prince (Grimm & Grimm, 1812, as cited in 
Ashliman, 1999).  Parallels can be identified between the violent experience of the frog in 
Grimm’s (1812) tale and the act of killing of live frogs on stage.  For audiences with the 
knowledge of only more recent versions of this tale (Hotchner, 1979; Flora & Wroe, 2010), 
their expectations, hopes, and dreams (inspired by the contemporary plots) of meeting the 
ideal life-partner (through kissing the frog to anticipate the transformation into a charming 
prince) are confronted from witnessing the live frogs on stage squashed by the performers 
without any hesitation.  This violent event provokes audiences to rethink their knowledge, 
beliefs and emotions initially incited in the conventional versions of “The Frog Princes” 
(Grimm & Grimm, 1812, as cited in Ashliman, 1999; Hotchner, 1979; Flora & Wroe, 2010).  
As established in the case study introduction, the act of smashing the frogs under the soles of 
the performers’ shoes shocks all the audience’s affective responses and challenges the 
audience to decide how to react.  The audience is required to be ‘disinterested’ (see Kant’s 
philosophical term, Section 3.2.2) in making a fast and logical response while regulating their 
natural affective reaction (shock, disquiet, horror, sympathy, abhorrence, distrust, anger) to 
the unexpected ethically-challenging event.  Overall, this performance presents audience with 
situations that instantaneously overwhelm their sensibilities in accordance with the principle 
of “irruption of the real”. 
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Reaching the interpretations of this performance uncovered by these two strands of meaning 
indicate that this performance activates both the cognitive and affective apparatuses 
simultaneously.  Elements in the performance also agitate and challenge both apparatuses to a 
level that forces spectators to experience a state of sublimity (as defined by Kant, see Section 
2.5.1).  At the interface between the performance and the audience, the incoherent actions and 
aesthetic elements transport the audience from a passive recipient to the sublime state of 
active spectatorship.  The audience’s inability to instantly understand the information 
presented in the performance is overcome through the state of sublimity – which is where the 
(cognitive and affective) moral faculties function freely to identify aesthetic elements, 
contemplate on the recognisable elements, draw an association of meanings derived from the 
elements, and synthesise ideas beyond any asserted laws or categories to form new meanings.  
Self-awareness and self-reflection as processes of active spectatorship heighten the 
audience’s consciousness and force a constant acknowledgement of their presence in the 
performance.  There is no doubt that the audience is not a passive recipient but is actively 
engaged in meaning making and in self-regulating their moral systems.   
 
Suspension of time: 
The technique of slow motion is evident in this performance, particularly the movements of a 
ballerina (donning a white suit shirt and a pair of black trousers) in scene ten.  The ballet 
movements are so slow as to seem almost frozen. The relative peacefulness (and intimacy) of 
this scene may indicate a summary of the performance or offer an interval for self-reflection 
and allow the audience to experience a different kind of consciousness, one that permits them 
to become aware of the fact that they are situated within a shared-sphere of the performance.  
This moment remains open for the audience to either observe the performer on her own, the 
performer in relation to the architecture, or detach oneself from the performance and observe 
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oneself in relation to other audience members.  The choice of observing oneself in relation to 
other audience members causes one to recognise the presence of others and self-govern one’s 
innate emotions, behaviour, and response with reference to others.  For example, if it is the 
last scene, look for cues that help to decide it is time to walk away and if it isn’t the last scene, 
what do you want to do, where will you look to occupy your mind or see cues of what comes 
next. 
 
The almost stillness of the motion magnifies the action in space and time as this technique is 
not commonly seen on a daily basis (This experience can be extended to reality in explaining 
passer-by’s fascination when one comes across a still-living-statue busking at a street).  The 
body is no longer reduced to merely a visual effect; instead the methodical movements 
enhance the performances concreteness through the observing lens of the audience.  Against 
the ‘normal’ actions in daily activities, the slow ballet movements are recognisable yet at the 
same time, made strange with the change of tempo.  Every bit of the ‘ballerina’s’ movements 
is magnified and can be perceived as the beauty of the purposeless gesture which remains at 
its potentiality.  This effect was noted by Lehmann (1996/2006) who cited Agamben (1992) 
in expressing that:  
The postdramatic body is a body of gesture, understood as follows: ‘The gesture is a 
potential that does not give way to an act in order to exhaust itself in it but rather 
remains as a potential in the act, dancing in it’ (p. 99). (p. 164) 
In this work (The Power of Theatrical Madness (Fabre, 1984)), time seems suspended by the 
methodical and almost imperceptible ballet movements that cause the audience to ‘break’ 
focus on the performance as their mind (conditioned by earlier scenes to expect to be 
overwhelmed by a variety of stimuli) begins to look for more stimulus than what is being 
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shown.  The audience members are forced to mine the ballerina for meaning, they focus on 
finer details such as the shift of her body weight from one leg to another, and the contour of 
her body line in each movement, etc.  Observing her gestures is another example of the aspect 
of time (i.e. the tempo of the movements).  At a shared time-space moment with the audience, 
the movement transcends the merely visual and enhances it to become more than what it is in 
and of itself.  Movement stimulates the audience members to apply their cognitive and 
affective skills (observation, reception, perception, and imagination, etc.) to create and reflect 
on their “synaesthesia” or sublime experiences in relating, deciphering and understanding the 
potential signifying codes of each presented gesture. 
 
Body and Space: 
“Postdramatic process occurs with/on/to the body” (Lehmann, 1999/2006, p. 163).  “The 
body opens the pleasure and fear of a gaze into the paradoxical emptiness of possibility” 
(Lehmann, 1999/2006, p. 163).  The body as an object of gaze, shifting between pleasure and 
fear, is evidently a central focus in The Power of Theatrical Madness (Fabre, 1984).  
Postdramatic practices of “pain of repetition” involving the body (Van Den Dries, 2010, p. 38) 
as well as ‘repetition of pain’ (as this research terms it) are observable in numerous scenes.  
Fabre’s practices of “pain of repetition” and ‘repetition of pain’ draws certain parallels with 
Artaud’s experimentation of pain in his theory “Theatre of Cruelty” (Van Den Dries, 2010) 
and Jerzy Grotowski’s endurance exercise for performers (Lehmann, 1999/2006).  In this 
performance, the presentation of pain bounces between the realm (time and space) of fiction 
and reality – residing from time to time between “represented pain” and “pain experienced in 
representation” (Lehmann, 1999/2006, p. 166).  “The pain of repetition has the role of 
introducing physical reality into the context of theatrical action” (Van Den Dries, 2010, p. 38).  
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For example, the female performer who was repeatedly denied entry onto the stage from the 
seating level unless she answers the one question (i.e. relating 1876 as the premiere year of 
Wagner’s Ring des Nibelungen) posed by a performer on stage.  The rejection was so 
bodily/physically forceful and intense that the female performer cursed and screamed at the 
top of her voice in the midst of being forced away from the stage area which demonstrates 
Van Den Dries’ (2010) definition of “Real pain. Real action” (p. 38) (see Section 4.2.1.1, p. 
94 for detail).  Another example of the use of body to present real pain is when several 
performers are brought to a state of physical exhaustion through an endurance exercise of 
repetitive actions, imitating Grotowski’s endurance exercise for performance.  The exhausted 
performers’ physiological reactions (i.e. sweat, sound of panting, fast chest movements from 
expanding and contracting as they gasp for more air, and tiring gaze) from repeating an action 
(i.e. running on the spot). Yet another example is in the scene where two actors endure 
physical abuse (i.e. being slapped continuously in the face) for a long period of time, plays 
with the reality of cruelty and awakens the audience’s consciousness to empathize with the 
performers as they grapple to make meaning of what they are observing.  The Power of 
Theatrical Madness (Fabre, 1984) presents an example of the postdramatic practice of 
exhibiting the body without a clear separation of art and reality.  The body is not merely a 
vehicle for the transmission of signs or signals; the body, in performance is primarily 
presenting its humanistic essences and physical qualities and limitations.  The potential of the 
body – its gestures, presence, and presence in relation to its surroundings – spur the audience 
to actively and consciously make decisions and motivate individuals to voluntarily behave as 
a co-actor in contributing to the performance’s energy and atmosphere.   
 
While the body represents essential humanistic qualities in PdPs, space is used to direct the 
audience’s awareness onto the dynamic of shared energies between the presence of 
PERFORMING MORALITY: A FRAMEWORK FOR ASSESSING THE MORAL SIGNIFICANCE OF SELECTED WORKS OF 
POSTDRAMATIC PERFORMANCE  
 
   97 
performance materials and the audience’s perceptive capacities.  The performance space in 
this case study is a ‘living’ “metonymic space” (Lehmann, 1999/2006, p. 151) that cannot be 
defined in a traditional sense as a representation of an imaginative fictive world or as a part of 
the real performance space.  Instead, seemingly drawing reference to the practice of 
Performance Art, the aesthetic, context, and moral ambiguity of the use of space cause the 
audience to self-reflect (ask and decide) whether the performance space belongs to each of 
the two separate fictive and real worlds or both. 
 
Moral functions: Moral Values | Engagements | Insights: 
From the above analysis, The Power of Theatrical Madness (Fabre, 1984) stimulates 
repression, remembrance, fear and self-reflection, as micro components of a collective 
mechanism, assembled for personalised moral function by the audience members.  This 
performance inarguably consists of moralising values (as defined in chapter 2, Section 2.5) as 
it stimulates the audience to engage in their triple moral abilities – objective, subjective and 
the sublime.  As stated above, this performance is commonly related to two separate fairy-
tales on various accounts (i.e. De Brabandere, 1998; Van Den Dries, 2001) although the title 
does not suggest any relation to childhood fables.  The chorography of two naked male 
performers each donning a crown and sceptre stimulates the audience to apply objective 
moralising capacities to recall prior knowledge in order to recognise and make sense of the 
objects presented in the scenic image.  The identification of the objects then leads to further 
searching through one’s affective memory vault, and leads the mind to draw a family of 
associations with the objects themselves, the crown and sceptre, and the nakedness of the 
performers and a children’s fairy tale.  The creation of this association between stage signs, 
adds to the audience member’s existing repertoire of prior knowledge, rekindles and imbues 
PERFORMING MORALITY: A FRAMEWORK FOR ASSESSING THE MORAL SIGNIFICANCE OF SELECTED WORKS OF 
POSTDRAMATIC PERFORMANCE  
 
   98 
the audience member with affective experiences unrelated to the overt pathos of the objects 
themselves.  The experience of the sublime is achieved when an audience member generates 
innate logical reasoning to make sensible deductions regarding the naked king – trying to 
position him in a context that is more familiar than surreal, i.e. in relation to the fictive and 
real worlds.  Furthermore, this experience of sublimity has the potential to lead one towards 
gaining moral insights either from the world or from one’s own intrinsic faculties (i.e. 
through reflecting on the moral legend inscribed within the fairy tale, etc.). 
 
5.1.2 Performance Analysis of Inferno (Castellucci, 2008)  
The second case study is Castellucci’s Inferno (2008) which, despite its relatively short 
length in comparison to case-study one, contains all five aspects (text, space, time, body, and 
media) which this research analytical framework seeks to examine.  This performance trends 
straddles treating performance elements as visual objects (i.e. that resemble an artwork in 
isolation) and performance stimuli (i.e. such as props or lightings as mental extensions of the 
stage).  With this in mind, the following analysis will further examine the moral functions 
within these five aspects. 
  
Text: 
Based on Lehmann’s (1999/2006) analysis, text in PdP involves vocal articulation, visual 
forms projected on screen, soundscapes, objects, gestures, as well as the rhythm, energy, and 
presence of any other aesthetic elements (Lehmann, 1999/2006).  In general, features that 
contribute to the making of potential meanings in a performance are considered as aspects of 
text (Lehmann, 1999/2006).  In the postdramatic, the term ‘text’, particularly conveyed 
through speech or in written forms, is applied beyond the linguistic depiction of information 
(Lehmann, 1999/2006). This is evident in Inferno (Castellucci, 2008) which does not rely on 
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vocal articulation to convey meaning.  In fact, vocal articulation is limited to the extent that 
the number of sentences in the work can be counted on ten fingers.  Having said that, vocal 
articulation is wittily applied at times like a punch line in a comedy.  The first verbal line 
articulated marks the beginning of the performance with Castellucci standing at downstage-
centre clearly declaring in French “Je m’appelle Romeo Castellucci” (Castellucci, 2009) 
(“My name is Romeo Castellucci” (Laera, 2009, p. 4)).  In declaring this, he proclaims there 
is no pretense and he is performing as himself.  Castellucci’s statement directs audience 
members to recognise their roles in the performance.  They experience a sudden realisation of 
self and consciousness that their presence is openly absorbed as part of the stage performance.  
This awakening moment is re-established in later scenes through projecting similar sentences 
at the back of the stage wall, such as (1) “Je m’appelle Andy Warhol”; (2) dedicating this 
performance to the company’s (Societas Raffaello Sanzio) performers “who are not anymore 
here today”; and (3) ending the performance with three letters “T O I” (‘you’) (Castellucci, 
2008; as cited in ARTE editions, 2009).   
 
‘Text’ in the postdramatic is also received beyond the context of words; it includes the energy 
and presence of all elements received through sight and sound.  The faint or loud 
reverberation of the sound and rhythm from articulating the words fills that stage and tickles 
the audience’s senses.  A good example of this is the scene involving interaction between 
Castellucci and the seven German Shepherd dogs.  The dogs’ barking is constantly heard 
from the moment they enter the stage but there is no pretext to explain where the dogs have 
come from or why they are barking angrily, and why they seem determined to attack 
Castellucci.  Even the content of their barking, if it can translated into English, is not 
explained to the audiences.  Yet the audience experiences intense emotions of fear, worry, 
and agony in response to the intensity of the textual cues (barking) in the scene.  The 
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audience is forced from a passive reception into active spectatorship as their natural desire for 
a logical explanation for what they are seeing disrupts the harmony between their cognitive 
and affective apparatuses and engages them subjectively, objectively and subliminally.  The 
lack of harmony in the audience member’s minds eventually causes their moral faculties to 
shake violently in search for a balance.  Cognitive devices (i.e. recognition, identification, 
and imagination) and affective devices (i.e. signals received through the senses and emotional 
experiences) then kick into motion in an attempt to fill the gaps and provide information 
required for a logical comprehension of the performance. 
 
There is a moment in the performance where an interactive dialogue between performance 
and audience is evident.  The piece of large black cloth that stretches across the entire seating 
area is a performance text and the audience members are required to interact with this black 
cloth hovering above their heads in one way or another.  In response to the cloth’s initiation 
of a (non-verbal) dialogue, the audience members reply by either poking through the cloth, 
brushing their hands on the surface of the cloth, stare at it or simply act indifferently as 
though it is not there.  This interaction immerses the audience member in the performance 
with the full awareness of one’s presence, rights and choice to make a decision.  The 
audience member needs to first make a choice between openly expressing his inner response 
(perhaps to obtain more information to help explain why the cloth is where it is) or keep this 
response internal. 
 
The piece of large black cloth that stretches across the entire seating area transforms the 
seating area to a performance stage.  The audience is now part of the performance text and 
their audible and physical responses now contribute to the performance.  Their experience of 
the performance becomes individually, uniquely true and honest.  Overall, the performance 
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space becomes an aspect of text as it signifies the context of both the fictive and the real 
world – i.e. what the audience think the world might be and what it really is as a place in time 
and space.  Therefore, an aspect of text in case-study two exists at the interface between 
performance and audience reception and in doing so shifts the form of reception from passive 
to active spectatorship. Once shifted the audience are opened to experiencing the sublime and 
it is at this moment that this performance has a moral function for the audience. 
 
Space: 
According to Patrice Pavis (1996/2003), performance generally runs on the nexus between 
space, time and action.  Space and time informs actions to be received in a coherent manner.  
In this context, Inferno (Castellucci, 2008) challenges this conventional principle – it makes 
no attempt to stipulate its performance space, time and action in a traditional dramatic 
structure that collectively represent a recognisable reality.  Hence, this performance cuts 
across the dramatic convention of relating action to time and space because the spectator is 
able to place this performance at any time and any place in which one could imagine each 
action is occurring.  Clearly, the traditional theatre prescription, that systematically deems the 
dramatic unities of space, time and action informs context, is challenged by Inferno 
(Castellucci, 2008).   
 
Pavis’ (1996/2003) study asserts that the examination of space cannot be entirely isolated 
from other aspects of the performance, specifically time and action.  Therefore, in addition to 
the analysis of space in this sub-section (“Space”), further examples of the relation between 
space, time and body and its perceptive implications will also be found throughout the 
remainder of the performance analysis.  
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As described in Chapter 4, Section 4.2.2.1, this performance is staged in the courtyard of a 
historical site (Cour d'honneur of the Popes Palace) in France.  The historical and grand 
nature of the architecture surrounding the performance space evoke a sense of being in a 
distant past, yet this simultaneously juxtaposes and clashes with a performance that does not 
represent a specific time.  The roofless performance space is an autonomous co-performer 
that demarcates the typographical arrangements of the aesthetic elements with its vast 
courtyard space and emphasizes the actions as well as events of the performance against its 
high clean walls.  The height of the walls surrounding the courtyard supports a performance 
text that as a result generates a significant presence.  The massive lengths of the surrounding 
buildings that form the stage walls encapsulate the audience’s peripheral vision in that they 
physically and sensually block the spectator from the happenings and the world beyond the 
walls.  The expansive scale of the stage walls is accentuated in scene three when a topless 
performer, having slowly scaled the wall to reach the roof of one of the buildings, throws a 
basketball to a boy on the stage.  In addition to highlighting the height of the building, the 
audience during this scene is stimulated toward a moral disposition regarding the boy’s safety, 
curiosity on the durability of the ball to withstand such great impact as it hits the floor, the 
safety of the audience should the ball on impact with the stage floor implode, and garnering a 
sense of belief that everything will work out according to the director’s plan.   
 
The imposing architectural scale of the performance space also confronts the audience 
member’s affective senses (i.e. activates feelings of inferiority, being overpowered, 
proportionally small, and possibly pride in being associated with a species able to create and 
construct such marvels) and cognitive faculties (i.e. sensory perception, knowledge, 
calculation through association, and imagination).  Ultimately, the performance space 
challenges the spectator’s perceptual and imaginative comprehension and pushes these 
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faculties to a superlative level to form an understanding – a logical comprehension through 
unifying concepts and information from sensorial and mental mechanisms. 
 
As mentioned, this performance does not re-present a version of any specific location in a 
fixed historical period.  The autonomy of the performance space, as an aesthetic element, 
demonstrates a postdramatic ‘self-referentiality’.  Details of the space are self-referred 
through the ‘suspension of time’ as a climber scales the buildings’ exterior walls at a slow 
pace but in a controlled manner.  This climber’s gestures and poses prompts the audience to 
focus not only on the size of the building, compared to the physical size of the climber and 
the surroundings, but also on the intricate motifs, for example the carvings on a window as 
the climber stretches his limbs to fill the largest circular section of a window motif with his 
body.  The audience is captivated by the climber’s physical and mental capacities as every 
individual’s eyes track every movement and position of the climber.  Space, in this scene, 
thereby presents itself in a sectional grid in accordance to the climber’s body and 
communicates directly to the audience’s senses.  The audience engages cognitive and 
affective moral apparatuses while watching this climbing performer, generating a sense of 
empathy regarding the exertion, while fearing the possibility that the climber may slip from 
the high wall and fall onto the ground, or silently cheering him on for his courageous 
endeavour.  The performance space then sits between fictive and reality and it is at this 
interface that the audience might access and create moral significance for the space. 
  
 Body In Space: 
Bodies in this performance contribute to the architecture of this performance space.  The vast 
number of human performers causes the human body to become a featured aesthetic element 
in this performance.  In scene four, the rows of human bodies rolling back-and-forth on the 
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stage floor resembles a wavy river that stretches across the stage.  From a scenographical 
point of view, the physicality of this human-river divides the stage into two sections without 
necessarily inferring any narrative intention.  The shifting position and gestures of this river-
of-bodies emphases the breadth, width, and depth of this stage space with a clear line that 
demarcates a foreground and background.  Yet at the same time, this demarcation is blurred 
when individual performers sequentially break away from the human-river and walk across 
the stage to stand at downstage-centre.  Distorting the initial perception of a ‘foreground’ and 
‘background’ in the scenography of this scene further establishes that this performance space 
does not symbolically present a (fixed) location.  Unlike realist painters, who use proportions 
and positions (foreground and background) to portray the three-dimensional depth of a space, 
the foreground and background in this performance does not refer to the positions of a 
location).  It also speaks of the dynamics of the performance space-time, where the 
foreground does not necessarily represent the present or the background as a distance past.  
The performance space in this manner leaps between a demarcated and a unified location 
throughout the performance.  This sequence does not aim to present a fictive world that 
represents reality and, despite the presence of bodies moving in rhythms within the space, it 
does not convey a bonded triangulation of space, time and body as prescribed in traditional 
theatre practices.  Space in this performance transcends time and presents only its actual 
physical location, where energies are exchanged between performers and the audience. 
 
The bodies’ silent movement in a controlled pace does not convey a dramatic body-time 
narrative but overwhelms one’s senses with vast potential meanings within a space-time 
sphere, communicating directly to the audience’s moralising apparatuses and provoking the 
audience to yearn for some form of further action for logical understanding, such as seeking 
reassurances from each other of developed meanings.  This desire demands the audience 
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members become co-performers in this performance with a clear intention to breathe life to 
Inferno (Castellucci, 2008) through their experience and insights of it. 
  
Time: 
Typical of PdPs, Inferno (Castellucci, 2008) does not follow a linear timeline; instead it is 
merely a sequence of actions (Laera, 2009).  It does not present nor represent a specific time 
within the records of historical events either.  Each action should be received on its own and 
also perceived collectively as making up the performance.  The sequence of action between 
and within each scene is an aesthetic phenomenon that tantalises and challenges the 
spectator’s cognitive and sensuous intuitions without necessarily telling a story or plot.  To 
illustrate: imagine each spectator’s mind has a wide clean butcher/majong paper for mind-
mapping every action from the start to finish of the performance.  The map starts with the 
title/theme of the performance Inferno which rests at the centre of the map.  As the actions 
occur the map starts to grow and new meanings and connections are formed as one notes 
down what one recognises in the performance and draws connecting lines to link between 
presented performance texts, as well as potential associated meanings.  Each person’s mind-
map is similar yet unique, as it has been developed intrinsically according to each 
individual’s complex set of encyclopaedias (i.e. knowledge, beliefs, imaginative capacities, 
experiences, emotions, etc.) to form the connections. 
 
Similar to The Power of Theatrical Madness (Fabre, 1984), ‘suspension of time’, as a 
technique, is applied, witnessed and experienced by audiences.  The moment of stillness with 
few performers standing motionlessly facing a grand-piano as it is being consumed by a 
bright orange-yellow fire is just one example of this technique.  The unfamiliar sight of a 
grand-piano in flames is captivating to watch in its own right.  This surrealistic moment stirs 
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cognitive and affective responses; on one hand, the warmth, colour and temperature of the 
fire as an image in the open performance space creates a therapeutic experience with a 
calming effect for both the performers and the audiences, rather than a sense of fear that the 
flames might inflict injury to performers or audience.  In this roofless and breezy open 
performance space, the performers standing near the piano motionless are seemingly attracted 
to the heat emitting from the flaming piano to warm their bodies.  Audience members 
observing this moment are intellectually captivated by this scenic montage which also stirs 
their inner desires to stand with the performers and share the warmth of this bonfire. 
 
On the other hand, the sounds and rhythms (or lack of them) created by the buckling of 
varnish, snapping of stings, and sizzle of wood also encourage the audience members to 
reflect and compare these with the memories and affect associated with similar sounds 
emanating from a cosy log fire which would add to the calming effect of the flames and 
extinguish any fear response usually associated with household items ablaze.  The sound of 
the piano key strings snapping under the intense heat also causes one to recall one’s 
knowledge that the grand-piano is associated with the grandeur of a concert hall as a musical 
instrument or symbolises the tradition of high culture which has been passed down since the 
development of civilisation; these elements are emphasised/reflected by the performance 
space itself with its grand scale and the finesse of its architecture.  Witnessing this ‘voiceless’ 
object (piano), that is associated with categories of significance, being demoted and cast as 
mere fuel to sustain a flame frustrates yet fascinates one’s senses.  Due to the performance’s 
open perception, the cognitive apparatuses would be asking questions related to the reasons 
for setting aflame a piano instead of acting to put the flames out to minimise damage – which 
would be a normal reaction to such a fine instrument catching fire.  This event also poses a 
more ambiguous presentation in terms of the placement of this event in the larger scale of 
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historical events and its possible connections to reality.  It is within this moment, of 
incomprehensible logic causing emotional agitations, that the audience’s equilibrium 
becomes disrupted and nudged to access affective apparatuses.    
 
What is taking place produces a moment of stillness, the ‘suspension of time’ – which is 
necessary and effective in heightening audience members’ moralising objective and 
subjective apparatuses.  This stillness minimises distractions, enforces focus, and guides 
audience members in the process of seeing.  The audience is offered nothing else to entertain 
them other than the two key ‘performance texts’ – seven performers and a torched black 
colour piano, which magnify the texts for a more conscientious gaze.  For this reason, the 
audience starts to notice fine details such as the intensity of the fire, the performers’ 
flickering shadows, created by the fire, being cast onto the stage architecture, and the flame 
mirrored onto a puddle of water resting on the stage floor, creating the illusion of a wider 
blaze.  The intellectual reception of finer details motivates the mind to newer discoveries as it 
continues to search both cognitive and affective apparatuses to create meaning.  Through 
challenging the audience’s intellect this way, the audience is naturally forced to practice self-
regulation of emotional reactions such as frustration, irritation, anxiety and temper.  Thereby, 
the suspension of time as an aesthetic technique becomes the catalyst for one’s experience of 
the sublime. 
 
Body: 
The body in PdP is an “agent provocateur” without aiming to signify a specific fixed 
meaning but to elicit a range of potential meanings (Lehmann, 1999/2006, p. 162).  Unlike 
the conventions of tragedy, the body in postdramatic practice is not applied to represent or 
examine reality and meaning.  In the context of the sublime, the body stimulates the 
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audience’s pleasure and fear of gazing into the ‘meaningless’ or overwhelming potential 
qualities of body posture, visceral presence, (negative and positive) stage space, scenic 
montage, props, and typography, etc.   
 
The performing bodies in this performance come in various forms, shapes, colours, and sizes 
– in both human beings and in animal species.  Human performers can be categorised 
according to age which ranges from crawling infants, young children, teenagers, adults to 
elderly performers.  Live animals, specifically a group of seven German Shepherd dogs and a 
white horse, have equal status to humans on stage.  For an individual with prior knowledge of 
Dante’s Inferno, viewing the three dogs which attacked Castellucci in his black protection 
suit invokes recall of “Cerberus”, the multi-headed mythological character who appeared in 
“Canto VI”.  Cerberus in Greek and Roman mythology, is a multi-headed (usually three-
headed) dog, or "hellhound" which guards the gates of the Underworld, to prevent those who 
have crossed the river Styx from escaping.  In Dante’s poem, this creature guards the third 
circle of Hell, the place dedicated to punish sinful spirits of gluttony – one of the seven 
cardinal sins according to the Christian theology (The University of Texas at Austin, n.d.).  
Dante’s fictive-journey in this circle describes the afterlife of a man who lacks self-control 
and falls into temptation.  Spirits trapped in this third circle are placed in isolation, without 
dignity and punished repeatedly until the Last Judgement.  Through this poem, readers are 
reminded the choices in life have consequential implications in the afterlife.  Similarly, the 
audience, with the knowledge of Dante’s poem, will be able to associate the aggressive 
barking and actions of the Shepherd dogs on stage with the context and teaching of Dante’s 
poem. The isolated, well-padded and lone human might serve to reinforce such a connection. 
The audience’s mind is confronted with an apparently horrific scene of Castellucci being 
mauled by three dogs while simultaneously being accosted by the violent barking of another 
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four dogs situated and visible at the side of the stage.  This baffling push-and-pull gesture of 
the dogs against Castellucci’s body compels the audience to question and contemplate the 
possible sin(s) that deems him deserving of such treatment.  The shocking scene of seeing 
another man’s agony provokes audience members to empathise with Castellucci’s ‘fictive-
real’ situation.  The individual’s ability to empathise with Castellucci (either as a fictive 
character or as the Castellucci in reality) also incites the audience members to self-reflect 
upon actions in their lifetime and the potential scenario that may play out in their own 
afterlife. However, any audience member without prior knowledge of Dante’s poem is not 
spared from being stimulated into the ‘aesthetics of fright’ by such a scene.  Agony, violence, 
aggressiveness, and fear are clearly the aesthetic motif of this scene.  The double-world 
situation that lies in both fictional and reality realms challenges the audience in the perception 
processes of (as this project terms them) the ‘system of seeing’ and ‘reaction from seeing’.  
The audience’s passive gaze is transformed to an active perception of deciphering the 
potential meanings of the situation presented.  Keeping in mind the potential meanings 
mentioned in earlier sections, the system of seeing ranges from the choice of a mindful 
immersion resulting from seeing the situation as a mere fiction or a cautious observation 
incorporating thoughts about reactions that might be required as a result of potential 
undesirable/dangerous outcomes of the given situation.  From this point, it can be argued that 
the audience’s humanity is the ultimate aesthetic theme in this scene.  This thematic situation 
bears similarities to the debate about the ethics of videographers recording the creatures in 
wildlife or victims of war without choosing to intervene or assist.  Questions are often raised 
about a videographer’s decision to be indifferent when witnessing the preventable ‘crime’ 
scene between one animal falling prey to another animal or the unjust sufferings of helpless, 
malnourished, innocent children in the midst of war.  Featuring the attack of the dogs in case-
study two’s starting scene transforms the space into a dual-reality.  It also alters the 
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systematic watching of the performance by the audience.  Audience’s comfort in settling 
down on the allocated seats during the pre-performance session is now overthrown as the 
situation challenges the audience member’s senses to make a choice in one’s perception 
options and action.  The choice leads to the appropriate form of reaction to the given situation.  
The potential motifs emitted through the onstage bodies force the audience member’s mind 
and emotions on a journey from uncertainty to the sublime state of pleasure in forming new 
meanings.  Through finding equilibrium among all moralising apparatuses, the audience is 
rewarded by being able to enjoy the entertainment of the performance.   
 
Repetitions Of Actions | Images | Sounds: 
Evidently, repetition is one of the pillars in case-study two’s performance structure.  The 
practice of repetition is applied in various ways through this performance; ranging from 
repetition of movement, motif, image to sound.  Structured into three parts, the following 
discussion will analyse this performance’s moralising impact on spectators who experience 
“aesthetic of repetition” (Lehmann, 1999/2006) through these four performance texts. 
 
Firstly, the repetition of actions is apparent in the ‘massacre scene’ where a sea of performers 
walk around the stage and eventually stop in pairs with one in each pair standing at the back 
of the other performer.  The performer standing at the back stretches a right arm out, moving 
a thumb across the neck of the performer standing in front as if slitting the performer’s throat.  
The sequence of action continues, rearranging performers again into pairs, until all 
performers (young, old, tall, short, female, and male) are lying down on the ground, the 
sequence ends with an old man as the last victim of a young boy.  The boy is the only 
survivor who silently acknowledges what has taken place by stretching his arm towards the 
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bodies lying on the floor behind him and calmly walks offstage after slitting the old man’s 
throat.  The logical question to ask is the location and period which the performance is re-
presenting in relation to reality and the signification of this action to the performance in its 
entirety.  Due to the ambiguity in this open performance, the audience’s mind registers this 
repetitive action and seeks to make certain identifications to give it rational meaning.  They 
do so by mapping associations between this “slitting throat” action and the potentials this 
action can signify.  The recalling of certain knowledge, experience, or memories can be 
emotionally heavy in this scene since it has a high potential to suggest subjects related to 
death, for instance, death of a loved one, the war that ends all wars, holocaust, or recent tragic 
death of a victim announced in news channels, etc.  Since the actions are being presented 
more than once, this action seemingly serves as a constant reminder of something that is 
forgotten but wants to be known again.  In this instance, the audience needs to learn to be 
affectively (philosophically) disinterested to the scenic actions and sensibly make inference 
to the actions through imagination.   
 
Secondly, the technique of repetition is applied to stimulate subservient themes.  The motif 
associated with death is presented again through the visual arrangement of human feet.  The 
base of numerous motionless human feet are lined up to fill the space under the hollow arches 
of the stage back wall.  The sight of numerous human feet in a neat formation can be 
affectively disturbing because it gives audiences the sense of a view of an ancient catacomb 
or mass grave of lifeless humans piled up within the wall.  Accompanying the sight of pale-
coloured motionless feet is the scene of Warhol and his actions.  As the last scene of the 
performance, this scene features a performer dressed to resemble Warhol climbing on to the 
roof of a car situated on stage. Each time he repeatedly climbs up, he falls backwards.  
During this action, and simultaneous to it, television sets (that had been resting in the 
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architecture’s windows), fall, one after another in time with Warhol’s falls from the car roof.  
The action of falling backwards from the car roof rekindles memory of the previous scene 
where other performers alternated using the same climb-fall action on a tall box.  In the 
earlier scene of falling actions, the titles and years of production of Warhol’s paintings were 
projected.  In the last scene, each television set as it rests on the window ledge displays a 
single upper case letter of the alphabet, together forming the word “ÉTOILES”, a French 
word which refers either to a star or the principal ballerina dancer in a company (Merriam-
Webster, 2013).  In concert with Warhol’s fall, the television sets fall and smash in turn onto 
the stage floor.  Eventually, four television sets fall to the ground and the remaining 
television sets form the word “TOI”, which is translated “you, thee or thou” from French to 
English.   
 
The repeated appearance of associated motifs forces audience members to be conscious about 
certain thematic topics (e.g. fire, hell, and sin and punishment) which this performance may 
be insinuating.  Although the artist does not convey a fixed message or impose specific 
thoughts to the audience, there is no doubt that the appearance, presence, qualities, and 
arrangements of each performance text or element stimulate the audience to map a family of 
associations – a group of associations that does not steer mindlessly but towards a general 
direction or forming a (new) category.  This is supported by Wittgenstein’s (2009) notion, 
which was mentioned in Section 4.2.1.2, that humans learn by making comparisons and 
relations within certain concepts of understanding, thinking, and defying do you mean 
‘defining’ something.  These concepts set certain rules and hence something that is applicable 
to various concepts presents a group of meanings.  From this point of view, it is part of 
human nature to form new meanings especially in receiving and perceiving signifiers in an 
open performance.  The need and desire for a complete rational comprehension of the stimuli 
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intrinsically motivates a person to apply and balance both cognitive and affective apparatuses.  
For further illustration and referring back to the example of a mind map given earlier, 
although all the maps begin from the same starting point or pre-text, the ‘ending points or 
branches’ of one mind map may vary from another map.  In case-study two, the methods of 
aesthetic of repetition, ‘repetition of motif’ and ‘repetition of image’, also provoke the 
audience to experience the ‘aesthetics of fright’.  The haunting sights of rows of motionless 
feet and risky self-inflicted harmful movement by performers falling backwards from a height 
confronts the audience through moral functions of recognition, remembrance, categorisation, 
and reflection.  The audience initially recognises in the scenic montage the scene of Warhol’s 
appearance, his actions, the alphabets projected through the television screens, the positions 
of the televisions, the sounds of the smashing televisions, the digitally edited background 
music through the speakers, and the rows of motionless feet.  Secondly, the audience 
remembers certain knowledge or memories triggered either by personal affective responses to 
perceiving the performance or merely through the performance texts in the scene.  Thirdly, 
they draw connections and organise the empirical images, knowledge and memories into 
appropriate categories for contemplation and clarity of understanding.  This leads to a 
thinking process of self-reflection to further justify personal comprehension and deduction of 
the open stimuli.  Affective apparatuses (i.e. patience, empathy and fear) are further 
developed for an intrinsic interest in a disinterested ‘decryption’ of performance texts codes.   
 
Repetition as a technique is also evident in the use of sound in this performance.  The sound 
of car wheels screeching and car crashes are played through the auditorium speakers in more 
than one scene.  The significance of this thematic sound to the overarching theme of inferno 
is not explained and remains an open-ended inference even after the performance ends.  
However, repeating the sound confronts the audience, forcing them to pay more attention to 
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the qualities of this sound.  Pace, tone, duration and volume transform the sound into an 
action, a performance text with a seeming desire to gain equal attention to the visual actions 
on stage.  The postdramatic principle of “self-referentiality” is clearly evidenced here through 
the ‘repetition of sound’.  The repeated sound is not a carrier of a message or a narration to 
bring cohesiveness to the disjointed scenes; instead it is an open-stimulus.  The lack of fixed 
meaning forces a perceptual focus for the audience.  They consciously and actively choose to 
overcome the discomfort caused by perceiving this idle repetition and seek to gain insights 
into the essence of this ‘invisible’ action.  In order to achieve this, the audience needs to 
firstly overcome the initial failure of harmonising both (mental and corporeal) moralising 
faculties and eventually, push the initial limit of these faculties from a sensible level, as 
described in Section 2.4, to the sublime state of being.  This act of striving for rational 
comprehension affirms that repetitive sound instigates a response in the audience to self-
exercise and self-develop mental and affective functions.  Ultimately, in line with Crowther’s 
(1993) “Moral Insight and Aesthetic Experience” argument, the experience of the sublime is 
not only marked by resolving the challenge trigged by any performance element (here a set of 
sounds) on the perceptual and imaginative capacities, but also their self-awareness of this 
personal development.  
 
Media:  
Of the three ways media can be applied, as outlined at the start of Chapter 5.1.1, case-study 
two predominantly applies the second, using media as aesthetic elements to inspire the 
audience. Various forms of media are used ranging from live sounds, projection of sounds 
through speakers, and texts through electronic screens or data projector.  The following 
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analysis examines how the use of media in this performance stimulates moral functions 
within the audience. 
 
Digitally edited and played sounds:  
In scene seven, electronically enhanced echoes of shouts in different pitches overlap one 
another in a dark and vast performance space.  Although the shouts are clearly pre-recorded, 
the scene features a performer standing under a spotlight at downstage-centre with his eyes 
shut and mouth opened.  This digitally-edited soundtrack of echoing screams is heard after a 
man in a yellow polo shirt declares to the audience: “I love you, even if you’re not here 
anymore” (Castellucci, 2008; as cited in ARTE editions, 2009).  Projecting this soundscape 
through the auditorium speakers creates a stereo sound effect that simulates screamers 
shouting while traveling from left to right or vice versa at high speed.  The volume of the 
screams ranges between soft and loud and this also suggests that the screamers are moving 
various distances (near to and/or far from the audience) within the duration of each scream.  
The reverberation of the edited screams creates a sonic cloud that captures the essence or 
‘concreteness’ of the physical area of this roofless courtyard (which has become transformed 
into both a performance stage and a seating auditorium) and further denotes the audience’s 
diminutive physicality in comparison to the arena.  In filling the physical space with such 
emotionally charged energy, the soundscape, ‘spatialises’ the performance arena, in that the 
soundscape transforms the space from a mere physical area into a dynamic transmitter of 
energies (Lehmann, 1999/2006).  Such ‘spatialising’ bridges the psychological proximity 
between performers and audience members.  Therefore, the use of soundscape surpasses the 
audience’s ordinary five senses (sight, hearing, smell, touch, and taste) and interacts directly 
with the audience members’ own nervous systems in such a way that affective apparatuses 
(emotional responses and intuition, etc.) are motivated to transmit information to the 
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cognitive apparatuses (sensory perception, knowledge and imagination, etc.) in order to 
create a personal, meaningful understanding of the experience.  This process accesses the 
moralising faculties challenging them to identify, associate, and unify the newly received 
information from this performance through reference with individual and personal 
encyclopaedias (prior acquired knowledge of concepts, ideas and reasons, etc.).  
 
 ‘Repetition of Sound’ – Car Crash:  
According to Lehmann (1999/2006), “textscape” in PdP describes sound that does not serve 
to mimic reality but “creates a space of association in the mind of the spectator” (p. 148).  
The screechy sound of car tyres scratching against something followed by the sound of a 
crashing car played loud and clear over the auditorium speakers are example of ‘textscapes’.  
These ‘textscapes’ are played at difference points in three scenes: at the start of the 
aforementioned ‘massacre’ scene; again at the ‘damp’ scene where human bodies slide across 
the damp stage (stage left to right); and also within the previously mentioned scene featuring 
the Warhol character and the twisted skeletal remnants of a burned car.  The influence that 
‘repetition of textscape’ has on the audience has already been analysed in the above 
subsection of ‘repetition of sound’, and the following analysis will continue from where it left 
off.  Technically, live sounds and electronically played sounds are considered two separate 
elemental layers.  Although the automobile-related sounds are pre-recorded and are not 
played in their original settings, the fact that they are heard in the performance auditorium 
moralises these ‘textscapes’ in a shared time-space.  Lehmann’s (1996/2006) discussion of 
media, Auslander’s (2008a) examination of ‘media liveness’, and Lavender’s (2006) view of 
‘immediacy and hypermediacy’, all shed insights into how the textscape of media can impact 
profoundly the audience’s mortal existence.  For instance, in gaining autonomy and being 
perceived as having equal value to other forms of performance texts in a live performance, 
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these ‘textscapes’ transform the audience engagement from a ‘work of lifelessness’ (that is 
commonly associated with film) into a ‘live-ness’ – the presence of the media.  The ‘media 
liveness’ is established through audience curiosity and need to envision the unseen 
information in the process of creating an absolute rational comprehension of the ‘textscapes’ 
in the scenic montages.  The audience’s awareness of their direct and immediate engagement 
by the sounds, through their senses, ignites the currents of mental and emotional apparatuses 
that organises the experience of the performance.  As open elements, that are neither symbols 
of a meaning nor elements to bring dramatic cohesiveness, ‘textscapes’ challenge the 
audience’s cognitive and affective faculties to function beyond merely recalling memories, 
associating knowledge, and creating imaginations.  In order to overcome the discomfiture of 
cognitive dissonance created by the textscape, the audience must self-rationalise the 
experience, engaging moralising faculties regarding truth and fiction in order to enjoy the 
scene.   
 
Projected text: 
Lehmann (1999/2006) states that projection of quoted texts and images in works of PdP do 
not serve as a coherent narrative dramaturgy.  Projected text can also refer to visual 
performance texts that are presented through the medium of electronic devices. 
 
Inferno (Castellucci, 2008) does not re-present images in its use of visual projections.  Texts 
are the only electronic visual projection applied in this performance and are presented via 
three dominant media: fluorescent or neon lighted signs that present texts as physical objects 
(these seem to fall within the category of props or stage lighting); data projector/beamer 
projecting words directly onto the stage wall; and televisions/monitors screening alphabet-
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letters in a two-dimensional graphical style.  These three forms of mediated texts are 
examined in sequence. 
 
 Physical Texts as Lighted Entities 
In scene five, a group of performers each enter holding an illuminated letter of the alphabet.  
Upon arranging their letters in a row, the lighted items reveal an inverted quoted word, 
“ ”INFERNO“ ” that faces its back against the audience.  Subsequently, the letters are taken 
away which leaves the quotation marks (“ ”).  These stay illuminated while a group of 
toddlers, confined in a glass box with a one-sided mirror, are observed by the audience.  The 
quotation marks seem then to ‘accurately’ quote the sounds they are making.  The visual 
contrast here presents two types of performance texts – mobile static object and moving 
bodies within a confined space.  Since text in postdramatic works do not serve as a carrier of 
meaning, as it would in traditional dramatic narrative dramaturgy, both of these performance 
texts become autonomous ‘open performance texts.  These and other open performance texts 
in Inferno (Castellucci, 2008) incite and offer audiences the freedom to make choices and 
structure their experiences.  Similar to Luke’s (1989), De Marinis’ (1987) and Eco’s (1979) 
theoretical schemas of ‘open and closed’ elements in works of arts, the open performance 
texts in Inferno (Castellucci, 2008) do not cater to a specific category of audience but 
everyone seated in the auditorium with various sets and levels of personal encyclopaedias, 
ideologies, and affective responses capabilities.  These aspects constitute one’s moralising 
competences.  With a purpose to stimulate a unit of more than one plausible potential 
meaning, each open performance text is not randomly chosen to present on stage but 
carefully selected to design a general route of audience engagement and to track principal 
incitement points while at the same time adhering to the performance’s ‘free interpretative 
speculation’ schema. 
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 Electronic Texts: ‘Text As Visual Motif’ – Andy Warhol 
Texts mediated through both types of devices (data projector and television screen) are 
featured in separate scenes in this performance.  Featured in various scenes, the words and 
letters presented through these devices are mostly associated with the life and works of 
Warhol. 
 
Warhol’s connection with ‘inferno’ as a theme still remains open to interpretation.  Text 
relating to Warhol first appears in scene eight with the projection “Je m’appelle Andy Warhol” 
onto the stage’s back wall.  This is followed by citing the names and production year of his 
artistic works in the following sequence: “Eat, 1963”; “Banana, 1966”; “Self-portrait, 1964”; 
“Marilyn Monroe, 1967”; “Hammer and Sickle, 1977”; “Empire, 1963”; “Kiss 1963-1964”; 
“Vinyl, 1968”; and “Knives, 1981”, etc.  At the same time, a large translucent black fabric is 
brought from the front to the back of the auditorium above the heads of the audience.  The 
fabric’s translucency allows the audience to see the actions on stage while they are occupied 
with the transferring of the fabric backwards. 
 
The motif of Warhol reappears in the last scene as he gradually steps out from the skeletal 
remains of a crumbled and burnt car.  Above him are seven television sets resting on the 
windows of a building that forms the stage back wall, each screening a capitalised letter and 
arranged to spell “etoiles”.  As mentioned earlier, the television sets and letters subsequently 
fall from the windows to the stage floor in time with Warhol’s backward falls off the car, 
eventually leaving the word “toi” (you) as Warhol steps into the car to end the performance.  
The last visual scenic image is so unprecedentedly direct that audience members gain a sense 
they have been and are, paradoxically and controversially, the performative objects – being 
watched and admired by the performance instead of vice versa.  The exhilaration and elation 
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of this self-awakening moment is not due to the joy that the performance is over, instead it is 
the conscious decision to continue the immersed experienced in the performance and to 
contemplate further on the experience of ‘journeying’ with the performance.   
  
Moral functions: Moral Values | Engagements | Insights:  
From the above analysis, Inferno (Castellucci, 2008) challenges audience members’ 
imaginations in associating with the definitions of ‘inferno’.  The open performance texts are 
arranged and presented in a manner that stimulates audience members toward a controlled 
range of active interpretive speculations.  This performance does not present a fixed 
interpretation of inferno (hell, fire); instead it passes the decision making to the audience 
members, requiring them to respond by seeking an answer for themselves, as well as, 
exchanging their understandings with others even after leaving the communal space of the 
auditorium.  Happenings/events in the scenes regularly present a dual-world phenomenon, 
that falls between fictive illusion and real action, for the audience to consciously decide their 
mode of immersion.  The translucent black cloth stretched over every audience member’s 
head is a simple gesture that signals everyone is part of the performance and has the same 
significance, regardless of one’s status, knowledge, ideologies, and seat number, etc.  Even 
viewing it as a fictive illusion, with the darkness of the cloth representing their consummation 
by death, this interactive act can also signify that everyone, despite one’s age, gender, 
physicality, subjective and objective moral capacities, etc., receives the same judgement 
schema upon death.   
  
While this open performance offers free speculative interpretations, it seems paradoxical to 
even consider the possibility of generating more than one meaning when the approach to all 
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the audience members in the auditorium remains the same.  This controlled freedom laid on 
the variable elements is not explicitly stated and is an open topic for one to interpret based on 
one’s subjective and objective encyclopaedias capacities (i.e. depth of knowledge, principles 
of ideologies, self-regulating emotional abilities, level of sensory perception, etc.).  Therefore, 
Inferno (Castellucci, 2008) exhibits features of moral reasoning and moral values through its 
aesthetic engagement.  Audience members experience the fundamental ‘aesthetic-effects’ of 
being engaged cognitively and emotionally from watching this performance.  However, their 
depth of recall and formation of new moral insights remains debatable as it is dependent on 
the individual’s innate aptitudes and attitude.  Likewise, their moralising capabilities also 
dictate the level of their moral engagement with the performance.   
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5.2 Findings Compilation 
A performance contains a wide range of stimulations, suggestions, elements 
intended to keep spectators alert or to move them – to make them participant 
in an event that they do not always face frontally, but that surrounds, seizes, 
and transports them. (Pavis, 1996/2003, p. 229) 
 
5.2.1 Does Postdramatic Performance Have A Moral function? 
The Relationship Between Performance and Man’s Moralising Faculties: 
No human is an empty vessel: regardless of age, everyone enters an auditorium with a certain 
depth of personal encyclopaedia through education, training, play, experience, interaction and 
self-reflection, etc.  The principle that a human being is not an empty vessel by nature and is 
cognitively an active learner, especially in relating oneself with the surroundings, is 
supported by various psychologists such as Piaget (Halpenny & Pettersen, 2013; Flavell, 
2013), Vygotsky (1978, as cited in Newman & Holzman, 1993), Dewey (1934), and Yrjö 
Engeström (1991/2005).  The latter principle is examined in Bennet’s (1997) pre-, during, 
and post-performance theory that the audience’s mind is constantly in motion in managing 
the bits and pieces of information gathered before, during, and after the performance.  Every 
piece of information inevitably stimulates certain personal indexes (i.e. knowledge, memories, 
imagination, and ideologies) that ultimately enable the individual to draw associations and to 
synthesize in order to form coherent meaning.  This new meaning may eventually form a new 
category or become new knowledge that develops the human capacities.  The experience of a 
‘suspended’ meaning-making process (i.e. Freud’s gleichschwebende Aufmerksamkeit 
principle, adopted by Lehmann (1999/2006, p. 87)) in order to manage the overwhelming 
responses of eclectic signifiers becomes the ‘performative moment’ of PdP.  It creates 
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situations that stimulate and train the audience’s personal affective apparatuses to recognise 
sensorial receptors and to react appropriately.  These sensorial receptors are heightened 
through watching the performed activities that are beyond ‘normal’ daily events.  The 
reception, perception and reaction regarding the ‘unfamiliar’ stimuli, cause one to be wary in 
relating to the performance, in a way similar to the self-protection instincts and required level 
of concentration when one holds a knife to cut an onion, or the preferred focus sanctioned by 
a parent while the child is holding a pair of sharp-edged scissors, or the survival instincts to 
understand unfamiliar plants and create new ways to stay alive when one is lost in the 
wilderness.  The ‘unfamiliar’ spontaneously draws the attention of the audience and rekindles 
existing moralising objective and subjective apparatuses usually taken for granted.   
 
Performance has not developed far from Aristotelian theatre; the expected outcomes of self-
regulating emotions and acknowledgement between the fictive world and reality are still 
present.  PdP practices continue this legacy of moral functions in performance.  The two main 
differences between a conventional theatre practice and PdP are: the practice of moralising 
and the responsibilities of spectatorship.  The audience of a postdramatic work are no longer 
imposed with a fixed fictive world that tells them what to know, how to think, behave and act.  
PdP recognises that audience members do not enter the auditorium without a mind, feelings 
or voices of their own.  The fluid arrangement of performance stimuli creates situations 
through which audience members will address their humanistic apparatuses.  Their 
acceptance of the initial confusion and playing the game of associations/synthesis with 
implicit meanings collected from the open performance texts is rewarded with the experience 
of the sublime.  The moralising apparatuses are challenged to endure the pain of functioning 
beyond their average capacities but this pain is necessary to develop and gain new categories 
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of understanding.  Hence, the level of appreciation and possible experience of the sublime of 
such ‘closed’ structure are not as impactful or memorable as the ‘open’ schema. 
   
Multiple Truths | Multiple Understanding of Morality? 
PdP embraces the postmodern impulse that there is no absolute truth.  By extension, the 
rejection of mimetic representation enables transcendent performance elements to act as 
stimuli for open interpretations.  This leads to the critical issue of how to measure the results 
or outcomes of open interpretations.   
 
In order to examine the results of open interpretations in works of PdP, it is first important to 
understand man’s perception of the world.   Maurice Merleau-Ponty’s (1945/2005) 
“Phenomenology of Perception” theory and Lehmann’s (1996/2006) “synaesthesia” 
terminology shed insights into this process of man’s understanding of the world.  Merleau-
Ponty (1945/2005) contends that humans learn and recognise an object through comparison.  
Perception begins with sensing the properties of the item (i.e. colour, texture, size, and 
pattern, etc.).  Through sensorial registration, the mind can then perceive its qualities with 
meaning.  The item for perception is always in the midst of other items and hence there exists 
a central principle of phenomenon of perception (Merleau-Ponty, 1945/2005).   
 
Lehmann (1996/2006) shares the same ideology that all performance texts exhibit a self-
disposition and each equally contributes to a collective whole – the performance.  Structured 
as a dream-like phenomenon, the intertextural qualities of the performance texts arouse the 
senses to respond to the presented situation, and through deprivation of a fixed and unified 
meaning among the open performance texts, man’s coherent-oriented sensory apparatuses 
burst into action in synthesizing the affective (senses, sense-memory, etc.) and cognitive 
PERFORMING MORALITY: A FRAMEWORK FOR ASSESSING THE MORAL SIGNIFICANCE OF SELECTED WORKS OF 
POSTDRAMATIC PERFORMANCE  
 
   125 
(knowledge, experience, etc.) functions for the purpose of imagining/creating a logical 
understanding of the performance. 
 
Once the schematic of man’s perception is highlighted, the relationship between the viewer 
and the work of art – the concept of reception – needs to be considered.  This concept can be 
studied through theories by scholars from two distinct theoretical perspectives: (1) 
Structuralists Roland Barthes’ “writes writing” critique about creative writing and Herman 
Northrop Frye’s Anatomy of Criticism author and reader relation (as cited in Hornby, 1986, p. 
17), as well as (2) art historian Max Imdahl’s “seeing seeing” (das sehende Sehen) model (as 
cited in Lehmann, 1999/2006, p. 99).  In general, these theories establish that the act of 
conveying a message is governed by a schema which results in setting the method the 
message should be perceived.  In the works of PdP, the messages/stimuli are perceived, they 
engage and remind audiences to feel and think.  Through the experience of watching the 
performance, audiences are reminded of the fundamental corporeal functions of being human 
– to feel and think.  As identified in the two selected cases, frustration and boredom arise 
from deprivation of a “true” meaning or the moral message that is often identified at the end 
of every conventional fable.  Nonetheless, deprivation is necessary for an active and rigorous 
exploration of new experiences.  This implication of active spectatorship resonates with 
philosophers, Dewey (1934), Robinson (1995), Currie (1998), Schellekens (2007), and 
Crowther (1993), who agree that all works of art have moral functions, specifically 
stimulating one’s humanistic faculties to be in motion as well as cultivating soft skills 
necessary for daily existence.  By extension, Lehmann (1999/2006), Cage (as cited in 
Lehmann, 1999/2006 & Schmitt, 1990), Barnett (2008), and Schmitt (1990) all contend that 
contemporary performance offers audience member an opportunity to fully comprehend 
one’s experience in a safe environment when approaching or relating to a new work of art 
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instead of giving in to an initial humanistic reaction such as feeling bored mindlessly without 
analysing the experience any further.  Through the performance scenography, humans, as 
active receptive audience members, begin the process of enhancing their soft and cognitive 
skills which ultimately, gain a higher level of moral functions.  This phenomenon is clearly 
demonstrated throughout the analyses of the two case studies.  Both works demonstrate ‘open 
performance’ schema, as defined by De Marinis’ (1987), demanding audience effort to 
contemplate the unimposing presentation of the performance texts.  The performance’s end-
product is the audience’s generative process of imagination, rational comprehension and 
‘playful’ synthesis.  Hence, the experience of performance is uniquely dependent on each 
individual’s mental and emotional reception. 
  
Performance practice as a moral agent has evolved from didactic to dialectic approach.  
Conventional theatre practices offered fixed instructions on how audience members should 
behave, think and act, whereas, contemporary performances offer sensorial engagement to 
prompt cognitive engagements, with the moralising responsibilities now lying with the 
audience members, who structure their own experiences in the performance.  The ‘truth’ they 
find through the performance is dependent on their personal encyclopaedias.  Personal 
assertions of this newfound ‘truth’ can be further established through, Kant’s (1790/1952) 
terminology of, ‘common sense’ (sensus communis) – a priori principle of universal validity 
in ‘judgement of taste’ (§20, pp. 82-83).  This common sense does not refer to the cognitive 
faculty of intelligence.  It is established on the basis that some objects need to be judged 
through established concepts and rules, and thus, an individual’s subjective response elicited 
from the object being perceived may have substantial validity even if others disagree.  
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Taking into account the practical argument that one’s understanding may be honestly ‘false’ 
or ‘wrong’ in another’s analysis, there is an alternate method to assert one’s ‘truth’.  Personal 
‘truth’ established through the performance can also be reviewed among fellow audience 
members, through qualitative discussions in a form of ‘formative assessment’ adapted from 
the field of education.  In this case, there is no hierarchical status and everyone is equally 
qualified to exchange ideologies and feedback.  This passion and motivation to participate in 
such discussions likely derives from the inherited nature of moral apparatuses, and reinforces 
the view that works of PdP have moral functions (i.e. value, engagement, and reflection) 
beyond the duration of the performance.  
 
Time and Space – Text, Body, and Media: 
Bertens’ (1995) examination of postmodernism identified that representation (illusion) 
distances the viewer from reality and eventually creates a new realm of realty into which the 
viewer can be immersed.  In fact the experience of being immersed creates a double-reality.  
In the context of PdP, Bertens’ (1995) claim that immersion causes audience members to 
experience a double-reality can be examined through Lehmann’s (1999/2006) framework of 
time as an aspect of performance text.  Lehmann (1999/2006) argues PdP does not seek 
illusion nor impose a fictional world on the audience, in that it strips away the functional 
purpose of all signifying elements to present “the theatre of the real” (Lehmann, 1999/2006, p. 
103).  Luule Epner’s (2009) examination of “Authenticity and Fictionality in Post-dramatic 
Theatre” also expresses that: 
post-dramatic … [performance] is not so much aimed at breaking illusions and 
revealing the “true truth”, but rather mixes the authentic and the fictitious. 
Authenticity is revealed being produced by textual strategies, as well as staging and 
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acting techniques, and also as something depending on the disposition of the spectator. 
Instead of the rigid opposition of authenticity and theatricality, we are dealing with a 
continuous spectrum where authenticity is only the minimal stage of fictionality and 
theatricality, never completely excluding them. (p. 301) 
 
Analyses of the two selected cases show that the events in PdP constantly shift between two 
sides of the line that divides reality and the staged (or fictive).  When case one’s audience 
members witness frogs (seemingly) being squashed by the performers, the audience are 
placed in a position to ask if they should perceive and react as watching a fiction (a distanced 
morally acceptable reality where all animals are unharmed) or reality (the action being 
morally unacceptable).  The moral engagement examined here is not about the ethics of the 
event but the audience’s level of moral engagement.  As such, the moral apparatus is 
awakened and challenged to identify and comprehend the unexpected event, in order to 
imagine the potential meanings that may emerge with reference to prior knowledge, and to 
then finally decide on the appropriate reaction to the unexpected event. 
 
Lehmann (1999/2006) continues the discussion about the real and fictitious with references to 
contemporary media practices.  With reference to Guy Debord’s (n.d.) “Society of the 
Spectacle”, Lehmann (1999/2006) acknowledged that facets of human experiences (“life, 
eroticism, happiness, recognition”) in present Western societies are commodified for 
individual consumption and possession (Lehmann, 1999/2006, p. 183).  Receiving 
information through mediated channels such as television – a common platform – has 
developed a habitual practice of disseminating information that merges fiction and reality.  
When watching an isolated catastrophe on television, the audience’s consciousness between 
“perception and action, receiving message and ‘answerability’” (Lehmann, 1999/2006, p. 184) 
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is dissolved through repetition and habitual dissemination of information that is softened and 
mellowed prior to transmitting it to the masses (Lehmann, 1999/2006).  This results in a 
passive voyeuristic spectatorship (Lehmann, 1999/2006).  In response to this phenomenon, 
PdP “withdraws [sic] from the reproduction of ‘images’ into which all spectacles ultimately 
solidify.  It becomes ‘calm’ and ‘static’, offering images without reference and handing over 
the domain of the dramatic to the images of violence and conflict in the media” (Lehman, 
1999/2006, p. 184).  This performative practice deals with a “politics of perception” or 
“aesthetic of responsibility/response-ability” (Lehmann, 1999/2006, p. 185).  “Politics of 
perception” is the politics of performance that recognises the audience’s perception is shaped 
by a media-dependent world and thus is directly influential to the mode of perception in 
performance.  In response, PdP practice alters this form of deceptive perception by flipping 
the responsibility of meaning-making in performance back onto the audience.  Through the 
secure environment in the auditorium, the audience’s perception and experience of the 
performance are constructed – by aesthetics of duality and the audience’s personal cognitive 
and emotional encyclopaedias.  This situation is evident in both case studies through their 
open and ‘Ethos of Postdramatic Performance Aesthetic’ (i.e. ‘repetition of pain, sound, 
images, or motif’, ‘real time: real action; ‘system of seeing’ and ‘reaction from seeing’) 
approaches in stimulating audience members to actively, consciously and freely establish 
their own understanding of the emerging themes with which they identify.   
 
Analysis of both case studies demonstrated there is an immediate co-relation between the 
actions presented on stage and the audience’s perception.  The conventional practice where 
the context of space and time inform action is now transcended.  This also points to the 
traditional practice of the fixed triangular relationship between space, time, and action in 
narrative dramaturgy.  In order to fill the gaps in information not explicitly conveyed through 
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the disjointed structure of these postdramatic ‘open performances’, both works of art provoke 
and to a certain extent demand audience members refer to their deep knowledge, skills of 
perceptive sensibilities, and innate motivation to partake in the performances’ ‘playful’ 
events or aspects of gazing, guessing, recognising, judging, and reasoning.  Works of PdP 
consist of six autonomous yet collectively constituent fundamental aspects of performance – 
time, space, body, text, audience, and media, with media being a fluid and optional element 
identified in various electronic or non-electronic physical forms.  All six aspects establish the 
whole situation and structure of the performance as well as the texture of perception and 
provide avenues through which a performance might have moral significance for the 
audience.   
 
5.2.2 Measuring The Moral Significance Of The Two Selected Works of Postdramatic 
Performance  
Moral Significance: 
Analysing the case studies demonstrated that works of PdP have moral functions, particularly 
moral values, engagements, and insights.  In fulfilling the last two moral functions, the 
performance attains moral value.  Moral engagement occurs when audiences are stimulated 
mentally and emotionally through their physical senses (i.e. sights, taste, hearing, and touch).  
This is in line with Schellekens’ (2007) philosophical principle that art develops the 
audiences’ perceptual and interpretative skills through stimulating affective experiences.  
Although Schellekens (2007) states that art does not educate new moral knowledge, he 
accepts that the nature of the artwork (i.e. aesthetics) engages audiences in a reflective 
process of conceptual, intellectual and practical reasoning, as well as a self-regulative 
affective response management.  This enables audiences to gain new knowledge and develop 
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intrinsic ‘soft’ skills that daily activities do not offer.  Schellekens’ (2007) theory is evident in 
both case-studies; both stimulate audience members through the practice of unfamiliarity and 
disruption.  It is evident that audience members at both works of postdramatic practice are 
engaged affectively and cognitively.  The disjointed and eccentric arrangements of the open 
performance texts evidently stimulate the moralising subjective and objective apparatuses of 
audience members for an immediate understanding, and the moralising faculties are further 
challenged to resolve the initial incapability through a sublime state of imagination to seek 
new meaning, understanding, and conceptual knowledge of the presented elements in the 
performance and to relate them to reality for practical applications.  Therefore, the audience 
is gaining new moral insights through the experience of gazing at the performance. 
 
From this point of view, the moral functions of the two cases of postdramatic works can be 
measured on three key moralising levels.  The first two levels deal with both objective and 
subjective moral judgements which are directly influenced by the ‘ethos of postdramatic 
performance aesthetic’, while the last level is related to the sublime which is incited by the 
performance’s overwhelming ambiguities.  On the first level, the performance elements 
collectively serve as stimuli to incite audience members to recall prior knowledge and 
affective experiences.  At this level, the lack of plot in the performance forces the audience 
members to apply their knowledge and affective memories to recognise what is being 
presented on stage.  On the second level, the potential meanings and codes of all signifiers 
provoke the audience to draw associations between fiction and reality and apply imaginative 
capacities to fill the gap in knowledge for rational comprehension.  On the third and highest 
moralising level, audience members are aware that their perceptual and imaginative 
capacities are being tested.  The aesthetic experience of perceiving indistinct and incoherent 
signs challenges the individual’s mental and emotional faculties to function beyond average 
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capacities.  These are eventually rewarded with pleasure upon the consciousness of 
successfully resolving these testing challenges.  Such self-reflective aesthetic experiences 
lead one to gain moral insights and in return, the performance gains moral value in 
stimulating the audience in the process of moral engagement.  Therefore, by extension, 
Lehmann’s definition of “aesthetics of fright” should be stated as the ‘sublime in aesthetics of 
fright’ in the context of describing the spectator’s moralising experience in the works of PdP. 
 
In summary, examination of both case studies: The Power of Theatrical Madness (Fabre, 
1984) and Inferno (Castellucci, 2008), demonstrates that works of PdP engage audiences in 
moral functions.  The works serve as a secure platform for audience members to structure and 
take charge of their experiences during and after the performance.  This can only be achieved 
through the audiences’ aptitudes for conscientiously and consciously choosing their 
participative level as co-performers of the performance.  Engagement with morality does not 
happen only in the performance production but prior to and after watching the performance.  
The ambiguities of these open performance texts stimulate each member of the audience to 
experience intrinsic self-awareness.  Heightening the moral functions in each individual 
within a shared space also creates a potential opportunity of a communal dialogue on 
morality. 
 
5.2.3 The Proposed Framework for Approaching Postdramatic Performance and 
Morality  
Through researching the moral functions of PdP, this research project identified two key 
entities: firstly, the “Ethos of Postdramatic Performance Aesthetic” and secondly, the 
“Integrated Analysis of Morality”.  Each entity has a list of dominant apparatuses or 
requirements.  “Ethos of Postdramatic Performance Aesthetic” refers to PdP aesthetic 
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perceptive practices, while “Integrated Analysis of Morality” theorises the moral functions of 
performance.  In view of this, the research proposes a framework to assess the moral 
significance of PdP.   
 
The fundamental principle of a musical composition serves as an ideal metaphor to illustrate 
this framework.  The five lines in a standard western piano composition is known as the staff.  
The top staff is the composition of the treble clef and the lower staff is the composition of the 
bass clef.  Within each staff, there are bars; and in each bar, there are notes.  If the 
composition of the treble clef represents PdP, then each bar represents a distinctive “ethos of 
postdramatic performance aesthetic”.  Each note within a bar represents an aesthetic element, 
specifically, space, time, body and media.  All notes can be played separately as one note at a 
time and can also be played simultaneously with other notes to enhance the sound or 
resonance of each other.  That leaves the bass clef to complement the treble clef.   
 
Bass clef responses are in accordance to each treble clef bar.  The notes within each bass clef 
bar represent the level of affective and cognitive responses.  The arrangement of these ‘notes’ 
are subjected to change because they are dependent on the individual’s knowledge and 
experience; as well as external contexts such as culture, social, and government rules.  Just as 
the notes in the treble clef, all base clef notes can be played separately as well as 
simultaneously to represent a synaesthetic response – a concurrent cognitive and affective 
response.  Arguably, if no affective or cognitive response occurred, a musical rest note would 
be in place to represent the silent response.  Playing the full score together represents a 
sublime experience of the new resonance of sounds (notes) that creates a new piece of music 
from a set range of common elements.  Hence, in approaching the moral significances of a 
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PdP, one would clearly notice that the melody of each composition is unique because each 
audience contributes and experiences to a work of PdP distinctively. 
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Chapter 6: Conclusion 
This research is founded on Lehmann’s theorisation of “postdramatic” which identified 
performances as having moved away from narrative, dramatic conventions set by Aristotle 
and Brecht.  The collective use of narration and fable or plot is no longer the only 
performative method by which to stimulate moral functions or examine humanity.   
 
“Postdramatic” as a term is identified with the methodologies of contemporary performances.  
The literature review in this dissertation thus identified the demands of the fields related to 
performance in order to re-examine current performance and critique frameworks, especially 
relating with the audience through performance.  A shift in the relationship between 
contemporary performance and its audience was revealed; the audience’s role is no longer as 
passive receiver but as an active co-actor.   
 
There were three primary objectives in this research project – (1) to examine if the selected 
works of PdPs have moral functions, (2) identify the moral functions within the performances 
selected, and (3) establish a framework via which to measure and evaluate them.  The most 
significant of these being proposing an effective framework.  The framework was found to 
provide information about the relationship and politics between PdP and the contemporary 
audience.  It permitted a review of the role of a postdramatic audience and examination of the 
three levels of morality involved in attending a PdP.  The purpose of the framework was also 
to lay the foundation for various fields of performance to constructively and effectively 
approach, examine and critique PdP.  In return, it fulfilled the need to fill the gap which other 
fields of study required for analysing PdP.   
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6.1  Future Development: The Potential Application of This Research 
Like a musical composition, this framework is, by necessity flexible and can be extended and 
adapted for its purpose.  Just as a music composition includes additional clefs, such as alto 
clef or tenor clef to allow for the inclusion of other musical instruments, so too can the 
proposed framework be expanded to include other frameworks, such as teaching postdramatic 
performance or appreciating PdP.  In the field of education, the compositional framework can 
be used to guide educators in setting new performance curriculum and assessment rubrics that 
are beyond traditional dramatic conventions.  It can also be used for a post-performance 
review assignment for students to express their own cognitive and affective experiences from 
watching contemporary performances that fall outside the category of traditional theatre 
conventions performances which do not dictate to audience members what to think and how 
to feel nor immersing them in a cathartic experience. 
 
This framework also has potential to be expanded in journal articles or books as it lays the 
skeleton guide for performance critics or the general performance-goers to appreciate 
contemporary performance which commonly challenges the senses and sensibilities. 
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